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Abstract
This thesis will investigate the development of a symbolism without doctrinal pre­
suppositions in a programme of vestments commissioned by the Anglican church and 
worked in tandem with the academic research. It seeks relations to two areas, first, 
in aesthetics/art by looking specifically at the post-1950, abstract painting of Mark 
Rothko and secondly, in theology, with emphasis on the post-1980 writing of Don 
Cupitt. The hermeneutical theory of Paul Ricoeur is drawn upon to give structure to, 
and to assist in, the interpretation of the texts of Rothko, Cupitt and the author/artist. 
The overall aim is to show how, through less dogmatic ecclesiastical symbolism, it 
might be possible to promote and enhance a contemporary, liberal approach to 
churchmanship by opening up opportunities for the autonomous reader/viewer to 
become involved with the artist in the creative process of a philosophical pursuit of 
the nature of God.
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64. The Purple Set: Watch, Wait and Remember the Promise. Lectem Fall
(nightscape).
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66. Annunciation. Triptych by Robert Campin, South Lowlands (Bruges), active by 
1406, d. 1444. Oil on wood. Note the guttering candle on the table to the left of 
Mary.
67. The Red Set, 1999: Red. Untitled. Sketchbook study in charcoal of smoke from 
a guttering candle, [pp 181, 220ff]
68. The Red Set: Red. Untitled. Sketchbook study in mixed-media of smoke from 
a guttering candle.
69. The Red Set: Red. Untitled. Sketchbook study showing development in collage 
of pattern of smoke from a guttering candle.
70. The Red Set: Red. Untitled. Sketchbook study showing the combination of 
layered sheers, metallic tissues, and shot , metallic organzas in reds, coppers, 
pinks, golds and bronzes to create variations in hue, surface and glow.
71. The Red Set: Red. Untitled. Detail from the chasuble of the skeins of random- 
dyed, viscose tops used to achieve the effect of smoke trails.
72. The Red Set: Red. Untitled. Detail from the chasuble panel.
73. The Red Set: Red. Untitled. The Chasuble.
74. The Red Set: Red. Untitled. Lectem Fall (right).
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■ A video provides a short, visual presentation of the pertinent, dynamic, 
theatrical relations between costume in the form of vestments and action as 
staged within the context of Anglican liturgy with its specific directions for 
gesture, placement, and performers, including congregation. The film shows 
how contemporary design can play a key role in lifting the dynamic of the visual,
spatio-temporal elements of the Eucharist and its drama. It shows equally how 
traditional dignity can be maintained while at the same time, inviting the 
sensitive viewer of the designs to participate creatively in the metaphorical quest 
for content and meaning. The film’s enacted vestments of person and place are 
the author/artist’s implementation of the concept of art and its critical 
amplification in this thesis.
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Art & religion are one when in a man’s work 
he cannot separate the work from that of the creative being 
he creates himself. He has the courage to reveal himself 
& create himself & so inspires others to do likewise.1
*
We live in all we seek. The hidden shows up in too-plain sight.
It lives captive on the face of the obvious -  the people, events, and things of the 
day -  to which we as sophisticated children have long since become oblivious. 
What a hideout: Holiness lies spread and borne over the surface of time and
stuff like color.2
1 From ‘Ciphering and Deciphering. The Art and Writings of Richard Pousette-Dart’ by Sims, L S, in 
the exhibition catalogue Richard Pousette-Dart. New York: The Metropolitan Museum of Art, 1998.
2 Dillard, A, For the Time Being. Toronto, London: Viking, 1999.
Introduction
‘Education in the twentieth century’ writes Constance Howard in the first of her 
series of books on embroidery this century, ‘has been of prime importance in the 
development of embroidery from the so-called “hobby” to a pursuit that is 
recognised to be of value as an art and a craft. At its highest level it is equal to 
painting and sculpture of standards already accepted as art forms’. 1
In the particular field of ecclesiastical embroidery, this ‘education’ has come about as 
a result of the teaching of Beryl Dean, who after setting up the first ecclesiastical 
embroidery class in the late 1950s led the field in the modernisation of ecclesiastical 
design. Since this time, considerable progress has been made in the up-dating of 
techniques and materials used in the making of vestments for the church. Despite 
Miss Dean’s influence in pushing out the traditional boundaries of design, especially 
in her own work, the outcome has been largely no more than a re-working of the old 
ideas of traditional, recognisable symbols associated with the Christian church.2 
Indeed, there is little to suggest that ecclesiastical design has continued, as Howard 
claims, to equal the art form of painting and sculpture. Above all, little thought seems 
to have been given to vesture as regards the advancement of theological debate, with 
its potential implication for and application to contemporary relations with the 
church. This is the debate which concerns itself with saying not what God is so
1
much as what the concept of God is about metaphorically. A reason for this is that 
typically the reality of God is represented in anthropomorphic, metaphysical 
conceptions of substance that are usually construed in a range of traditional and 
poststructuralist approaches to be beyond the power of human thought to grasp in 
literal or exhaustive description non-metaphoric terms.
In 1961 William Hamilton suggested an existentialist view of God to be ‘the 
meaning of existence ... a meaning not our own, but meaning none-the-less in which 
we can live, and which enables us to make our way through a disordered world with 
courage and serenity.’3 Two years later, Ian Ramsey warned that God should never 
be spoken of in ‘straightforward language’ as if ‘we had privileged access to the 
diaries of God’s private life’.4 By 1980, Don Cupitt was writing about God as ‘the 
central, unifying symbol of the religious life ... the highest degree of spirituality, 
self-awareness ... freedom, love’.5 Cupitt has since gone on to designate the word 
‘God’ as ‘poetical, signifying the non-objective object of religious feeling, that to 
which one’s heart goes out. ...God is Everything, Nothing, It-all, and even, as we 
say, “Nothing in particular”.’6
It is the apparent gap between design for ecclesiastical textile and its potential role in 
the advancement of a contemporary concept of God that the author seeks to address.
There are two parts to the research. One part, in agreement with Danger’s approach, 
begins ‘in the studio’ from the standpoint of which, as regards a philosophy of art,
1 Howard 1983: 5
2 Exceptions to this would be Alice Kettle and Rozanne Hawkesley.
3 Hamilton 1961:71.
4 Ramsey 1963: 107.
5 Cupitt 1980: 94 & 95.
2
the artist can ‘test the power of its concepts and prevent empty or naïve 
generalisations’.7 This is the practical, illuminative part illustrated in this thesis by 
the figures and video contained in Volume II, and it concerns the designing, working 
and presentation of four commissions for vestments:
a festal cope, Light Transformed and Transforming for St Mary’s Church, 
Putney, 1994 [Vol II, Figs. 1-11];
- A white chasuble Eternity was Manifest by Light o f Day for St Faith’s 
Church, Wandsworth, 1995 [Vol II, Figs. 13 - 20];
a Trinity (green) altar frontal, Pathway for the Priory Church of St Mary, 
Lancaster, 1996 [Vol II, Figs. 21 - 24];
- four seasonal sets of vestments (green, red, white and purple) for St 
Mary’s Church, Putney, 1996 -  1999 [Vol II, Figs. 25 - 75]
The major concern for the author/artist in the designing of these commissions is not 
with the modernisation of sumptuous technique, even though technique has a very 
important part to play in the visual impact of the finished vestments. More important 
for present priorities is the concern for design which has spiritual and theological 
dimensions and which will enhance the nature of contemporary Anglican worship. 
The aim is to present new conceptual and creative stimuli to the church and to avoid 
the repetition of conventional, representational images already present in stained 
glass, on the altar and in other artefacts. Images such as doves, flames, crowns of 
thorns, grapes, chalice and so on are therefore excluded from the designs. Preference 
is given, instead, to more free and open designs aimed at promoting a questioning 
attitude in the viewer and thereby the possibility of a more liberal interpretation of
6 Cupitt 1998a: 142
7 Langer 1953: ix.
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conceptual, theological issues such as the movement of the ‘spirit’, ‘growth’, 
‘suffering’, ‘light’, and by implication, ‘dark’. It is Rudolph Amheim who, in his 
Parables o f Sunlight writes:
No religion ought to claim possession of any factual knowledge of its own.
When a culture is in good working order, religion arises from what is considered 
true by everybody; but when knowledge advances while religion stagnates, a 
split develops between what science knows and what religion avows. Belief in 
God is not a religious prerogative but a hypothesis left from early science.8
The second part of the research project contained in Volume I of this thesis, attempts 
to uncover the theory which, it is suggested, is embodied in the creative, practical 
work.9 It is considered that if stitched textile in the church context is to be conceived 
of as art in its own right, and is to be seen as a significant enhancement of the 
spiritual in sacred space, then it seems pertinent to explore where possible relations 
might lie with regard to the theory of aesthetics and theology. These are wide and 
far-reaching fields of research and in order to harness them into manageable 
discussion, three centres of enquiry have been defined against which to develop the 
academic issues.
In the attempt to construct and develop the artist’s own philosophy with regard to her 
creative textile work for the church, it is acknowledged that the personal T  has 
significance in the context of the research and therefore, early attention is given to it. 
The role of the autonomous10 viewer is also considered in the search for significance 
in the designs. As has already been indicated above, the non-traditional character of 
the designs produced by the artist in tandem with the theory falls very much in line 
with a contemporary understanding of God in that they do not dictate pre-established
8 Amheim 1989: 85.
9 Early in her book, Ashton (1983: 20) draws attention to the fact that Rothko had a ‘need to 
understand his own impulse and ponder the nature of art’.
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meaning. They are conceived more as an invitation to engage in George Pattison’s 
sense of a dialogical pursuit of potential meaning.11
The second area of the tripartite enquiry is a consequence of the above and will 
explore the post-1980, ‘non-realist’ writing of the Cambridge theologian and 
Anglican priest, Don Cupitt. In his re-thinking of the nature of religious life, Cupitt 
proposes that we should see religion as a ‘continuous flowing creative process’.12 He 
proposes further that we should become like artists who look at the information 
available to them and in the seeing, reinterpret and express in a new way what 
Merleau-Ponty termed ‘the ciphers of the visible’.13
The third area of enquiry attends to the relational role of non-representational art in 
its ability to enlist the viewer in a pursuit of mystery14 which may be construed as 
spiritual. The painting of American abstract-expressionist, Mark Rothko (1903 -  
1970), is drawn on as an example of ‘great religious art’ which has no affiliation to 
‘existing religious groups, their teachings and iconographies’15. Rothko is examined 
as an example of the significant artist whom it is possible to describe (at the height of 
his career post-1950), as, to quote Peter Abbs, ‘a perceptual philosopher’ seeking 
‘through the symbolic ordering of [his] sensations’, an ‘understanding into the nature
10 Porter 1974: 46. In Porter’s terms, this is the observer’s ‘undirected and unimpeded experience.’
11 Pattison 1998: 42.
12 Cupitt 1990: x. See also Chapter 6 of this thesis.
13 Merleau-Ponty 1962: 287.
14 The word ‘mystery’ here concerns what the OED refers to as ‘the condition or property of being 
secret or obscure’ with the emphasis in this thesis on ‘obscure’ since the word ‘secret’ intimates the 
involvement of another in the withholding of information. In its perplexing inexplicability, and often 
ambiguity, ‘mystery’ is here like an ‘enigma’ which has the properties of an unsolved issue. The 
definition of an ‘enigma’ is ‘a short composition in prose or verse, in which something is described by 
intentionally obscure metaphors, in order to afford an exercise fort the ingenuity of the reader or 
hearer in guessing what is meant; a) riddle; b) in a wider sense: an obscure allusive speech; a parable’. 
The Oxford English Dictionary. 2nd Edition. Vol X. Oxford: Clarendon Press, 1989: 173.
15 Cupitt 1989: 26.
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of human experience’.16 Moreover, biographical records show that Rothko trusted 
‘the psyche of the sensitive observer’ to interpret his work according to ‘the needs of 
his own spirit’.17
The common denominator emerging from the frame of reference as outlined above, 
becomes ‘text’ and Ricoeur’s understanding of ‘text’ is sought in order to validate 
the inclusion of painting and textile as ‘text’ in their own right. At this stage, it is 
considered helpful to draw the three ‘textual’ centres together into a single, overall 
‘text’ with what Ricoeur designates as ‘a logic of action’18. To facilitate this, a 
pragmatic, plurivocal, conceptual19 model20 is constructed in order to confer a 
tangible status on an idea which otherwise might exist only in a virtual state and 
without coherence.
An understanding of the term ‘text’ is sought by resorting again to the hermeneutical 
theory of Paul Ricoeur and examples of the work of Rothko, Cupitt and the author 
are examined in the light of Ricoeur’s three principles of structure:
16 Abbs 1989:7.
17 Chave 1989: 188 and Breslin 1993: 309.
18 Ricoeur 1976: 85
19 The model is described as ‘pragmatic’ because it is ‘intended’ to be based on sensible and realistic 
practical rather than theoretical considerations. It is described as ‘plurivocal’ because it concerns 
many ‘parts ’ or ‘voices’ between which the model as a whole seeks to show relationship, (see Ricoeur 
1976: 77). It is described as ‘conceptual’ because it relates to abstract ideas.
20 Suzanne Langer refers to models as a ‘symbolic projection. She writes (1982: 25 - 26): ‘a model 
... always illustrates a principle of construction or operation; it is a symbolic projection of its object 
which need not resemble it in appearance at all, but must permit one to match the factors of the model 
with respective factors of the object, according to some convention. The convention governs the 
selectiveness of the model; to all items in the selected class the model is equally true, to the limit of its 
accuracy, that is, to the limit of formal simplifications imposed by the symbolic translation’.
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- composition/arrangement; 
genre/code of production;
- style.
The ensuing analysis establishes a more intimate knowledge of the nature of the 
creative work under scrutiny and it permits the investigation to be extended into the 
significantly broader realm of aesthetics. Further relations are sought by examining 
the three key figures in the light of the aesthetic notions of ‘symbolic order’, 
‘expression’ and ‘embodiment’.
As the enquiry deepens, attention is drawn to the question of ‘interpretation’, and the 
assessment of the interpretation theory by Paul Ricoeur is resumed to show how 
understanding of the tenets of aesthetic appreciation of ‘text’ correlate with his three 
initially distinct, though ultimately inter-reliable levels of interpretation through 
which the process of textual understanding passes:
- the naïve level (guessing/pre-reflective);
- the critical level (structural analysis);
- the reflexive level (emergence of new, abstracted, metaphoric meaning).21
As a result of the discussions of Ricoeur’s reflexive level, metaphor becomes a key 
issue in the argument which now seeks to address the question as to whether or not 
correlations can be sought between metaphor per se and the notion of visual images 
as metaphor. The issue is approached by highlighting examples of how the use of 
metaphor has expanded beyond its conventional literary context into other disciplines
21 Ricoeur variously uses other terms to articulate and valorise these three distinctions by use of 
‘préfiguration’, ‘configuration’ and refiguration’ respectively. See ‘Mimesis and Representation’ in 
Valdes (ed) 1991: 137 ff.
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-  for instance, physics, anthropology, economics and human geography as well as 
the philosophy of art. Subsequently, an examination of the role of metaphor in 
theology is made through reference to the differing approaches of writers Janet 
Martin Soskice and Sallie McFague before pursuing significantly potential relations 
between McFague’s concept of parable as metaphor and the author’s illuminative 
portfolio.
The penultimate chapter of the thesis looks at the concept of appropriation which, 
for Ricoeur, is the climax of his interpretation theory and which constitutes the 
genuine referential power of the text for the viewer. The chapter considers how the 
theory of appropriation might be applied to the ‘texts’ of Rothko, Cupitt and the 
author before looking at the potential contribution to the process of ‘becoming’ 
which is engaged with meaning in contemporary spirituality through an other­
relatedness as explored through, and exposed by, dialogue with other contexts.
The final chapter then engages with the theory of the creative process and places 
within this context the author/artist’s portfolio, making particular reference to the 
four sets of vestments made for St Mary’s Church, Putney. It seeks to analyse the 
working process of these vestments with support material taken from the learning 
journal and sketchbooks. The site specific and performance aspects of the vestments 
crucial to their aesthetic appreciation and to their referential value is given 
amplification through the video which is included with the figures in Volume II.
The overall aim of this research is not to provide a detailed exegesis of any of the 
works of the philosophy of aesthetics and theology to which reference is made.
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Rather, the aim is to use elements of their thinking and sometimes the author’s 
original interpretations of their results as a springboard for opening up ‘form as a 
field of possibilities’22 in the exploration of the participative, yet autonomous 
experience of both artist and observer in their relationship with ecclesiastical 
textile.23 As Umberto Eco proposes:
An artistic work that suggests is also one that can be performed with full 
emotional and imaginative resources of the interpreter. Whenever we read 
poetry there is a process by which we try to adapt our personal world to the 
emotional world proposed by the text. This is all the more true of poetic works 
that are deliberately based on suggestiveness, since the text sets out to stimulate 
the private world of the addressee so that he can draw from inside himself some 
deeper response that mirrors the subtler resonances underlying the text.24
22 Eco 1989: 103.
23 This statement has similarities to F David Martin (1968: 73) who writes that his aim in referring to 
and using the philosophies of Heidegger and Whitehead ‘is not to provide an exegesis of either 
Whitehead or Heidegger, but rather to use their philosophies as a base from which, in my own way, to 
explore and clarify the phenomena of the participative experience.’
24 Eco 1989: 9. In a footnote (1989: 251), Eco acknowledges the difference between the ‘performer’ 
as ‘an instrumentalist who plays a piece of music or the actor who recites a passage’ and the 
interpreter in the sense of ‘consumer’, that is to say, ‘somebody who looks at a picture, silently reads a 
poem, or listens to a musical composition performed by somebody else’. Eco believes, however, that 
as far as aesthetic analysis is concerned, ‘both cases can be seen as different manifestations of the 
same interpretative attitude. Every “reading,” “contemplation,” or “enjoyment” of a work of art 
represents a tacit or private form of performance’.
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1The Self, the Text and the Model
The Self
‘What is the self?’ G B Madison asks the same question and gives his own reply by 
defining the self as being ‘a function of the conversation with other similar, desiring 
selves, a function of the self-reinforcing narratives1 they pursue together in their 
occasional, casual conversations as well as those more serious ones which last to all 
hours of the night’.2 The feminist theologian, Daphne Damp son also sees the self in 
a similar vein as:
a conception of the self as coming to itself through relations with others (the only 
way one can come to oneself): and, having come to such a centredness, able to 
be present to others. Our goal must be that persons are centred in themselves 
and open to one another.3
This thesis is written in the third person singular but it has its origin in personal 
reflection and self-interrogation regarding the philosophy, theology and 
interpretation of work in which the author/artist has been involved for a number of 
years in the field of ecclesiastical textile. It has arisen from the self, a ‘contemporary
1 Clearly, the relation of a function which is itself a role of narrative has a problematic connection to 
the vexed question of what the self is. This is beyond the scope of the present thesis, but the present 
remarks, it is proposed, are supportable by Chomsky’s (2000: 134 -  194) stress on mystery and 
irreducible problems in his internalist analysis of language and mentality.
2 Madison 1990: 166.
3 Hampson 1996: 150.
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locus of identity, crisis and transformation’ as David Ford4 chooses to describe it, the 
self as the T  of the author/artist who may be described as having discovered in front 
of herself ‘an opaque world, which, like a clouded mirror, sends back to [her] a 
confused reflection which is the enigma of [her] own existence.’5 In a manner that 
can be paralleled to that of Rothko, the author/artist needs to understand her own 
impulse and to ponder the nature of her own art.6
If, however, the ‘I’ is to transcend that opacity, it has to desire and to will the 
exploration of territories as yet unknown. As Madison puts it, the ‘I’ has to sense 
that:
Desire is the desire to be more and to be otherwise than one merely is; desire is 
not simply the desire to be, the wish for continuance or the mere instinct for 
survival ... It is the désir d ’un plus être, not just self-preservation but self­
enhancement. The self which desires to become itself, to realise what it 
imaginatively can be, to realise its ownmost possibilities of being.7
The T  has to be prepared to stretch and push at the boundaries of its own knowledge 
if it is to encounter a new mode of being in order to create potentially an extended 
self and it has to undergo a process whereby, in David Klemm’s words:
The T  who reads hermeneutically encounters in what is initially not-I[,] the 
figure of ‘new being’ ... and that T  recognises its estranged self there in that 
image insofar as it is the figure on which that mode of being appears. ... The 
enabling power is a direct appearance of the self to the self, and the interpretation 
of this event allows the self’s return to the self in conscious self recognition.8
The question arises inevitably as to why it is deemed necessary to try to transcend the 
‘opacity’ and to try to unveil ‘the figure of the new being’? A possible answer might 
be attained by taking as example the French author, Hélène Cixous, who asked
4 Ford 1999: 7.
5 Madison 1990: 75.
6 Ashton 1983: 20.
7 Madison 1990: 166.
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herself a similar question in the 1960s. Having suffered intense personal 
bereavement, Cixous decides to address the pain by committing to writing the story 
of her father’s death in a novel entitled Dedans9. In so doing, she sees writing self- 
reflexively as a medium for both exploring all the nuances of her situation and for 
moving beyond it. She explores, often intimately, the nature of the laws and 
boundaries surrounding her complex relationships with both her parents and then, in 
facing the emptiness of separation from them, resolves to reconstitute herself through 
inventing her own (hi)story. Cixous’s T  chooses to recognise early in the book the 
potential for an T  different to that governed by parental embrace, an T  different to 
that engulfed in the abyss opened up by death, an T  with a desire to become 
renewed. She writes:
For the first time I separated myself from everything else, and decided to change 
everything ... I would have neither model nor purpose. I would try to be never 
stopped.10
In a manner reminiscent of Cixous, this thesis will attempt to unveil a (hi)story 
‘inside’ and in so doing, hope to release a fresh mode of thinking founded on new 
and previously unidentified relationships. Unlike Cixous however, this thesis will 
have a model and it will have a purpose, that being to give greater substance and 
credence to the accompanying body of textile work. As Cixous says in a different 
book, Les Commencements, ‘one has to advance, if I don’t advance, I plummet’, 
even though, as Sellers points out, ‘progression is advancement through 
uncertainty’11 (original italics):
8 Klemm 1983: 157.
9 1969.
10 Cixous, Inside (English trans), 1969: 12. Quoted in Sellars 1994: 32.
11 Cixous, The Beginnings (English trans) 1970. Quoted in Sellers 1994: 32.
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in order not to fall I must walk in this void which is imposed on me as ground, 
walk in the way of men ... a relation of demented mastery in which I kill myself 
killing the non-existence of the place to put my feet ... I am never sure of the 
next move.12
The Text
The thesis, then, presupposes an amount of reflective philosophy, as discourse which 
in the first instance is internal, but which must be exteriorised and exteriorised into 
writing. The experience of thinking and understanding needs to be articulated in the 
‘space of openness’13 provided by the textual discourse14 in order that the author’s 
feelings and ideas be made publicly available to self as well as to others. What has 
previously existed only in a virtual state, ‘nascent and inchoate’15 becomes manifest 
so that, as Klemm writes:
It becomes possible for anyone with the ability to read to interpret the meaning 
there and to actualise that meaning in a unique event of language through text, 
because he or she is able to encounter a new meaning issuing from a world 
beyond the immediate horizon of shared conversation. The text extends the 
opportunity for understanding, and it offers the real possibility to broaden one’s 
horizon in unforeseen ways.16
Ricoeur himself believes that what is achieved when speech[thought] is exteriorised 
to paper with intention, is not the event of speaking/thinking but the ‘said[thought]’ 
of the speaking[thinking] :
What we write, what we inscribe is the noema of the act of speaking, the 
meaning of the speech event, not the event as event. The inscription ... is 
discourse’s destination. Only when the sagen -  the saying -  has become Aus- 
sage, e-nunciation, only then, is discourse accomplished as discourse in the full 
expression of its nuclear dialectic.17
12 Sellers 1994: 32.
13 Klemm 1983: 45.
14 Klemm 1983: 78.
15 Ricoeur 1976: 25.
16 Klemm 1983: 81-82.
17 Ricoeur 1976: 27.
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The question now arises as to what exactly can constitute ‘text’18 since much of what 
is to be considered below takes the form of visual art. The key to this can be 
identified in the above quotation from Ricoeur through his adoption of the word 
‘inscription’. In Interpretation Theory, Ricoeur speaks of ‘text’ as the mode of 
writing or inscription where discourse is fixed ‘in some exterior bearer, whether it be 
stone, papyrus, or paper which is other than the human voice.’19
At the beginning of Interpretation Theory, from which the above quotation is taken, 
Ricoeur devotes a whole chapter to the discussion of discourse; he notes its relevance 
for Plato and Aristotle and acknowledges the advance in understanding of its nature 
through the advent of linguistic scientists, in particular through the work of 
Ferdinand de Saussure. For Ricoeur however, the main disadvantage of what he 
calls Saussure’s ‘unidimensional’ approach to language as structure and system, is 
that it pays scant attention to usage, to language as communication and as ‘a 
mediation between minds and things’. Rather, he says, language has come to 
constitute ‘a world of its own, within which each item only refers to other items of 
the same system, thanks to the interplay of oppositions and differences constitutive 
of the system. In a word, language is no longer treated as a “form of life”, as 
Wittgenstein20 would have called it, but as a self-sufficient system of inner
18 For an enumeration of sources exemplifying Ricoeur’s concept of ‘text’ in a broad extension see 
Reagan 1979: 108 -  112. See also: Freud and Philosophy 1970; The Conflict o f Interpretations 1974; 
‘The Model of the Text: Meaningful Action Considered as Text’ in Social Research, vol 38, 1971; 
‘Biblical Hemeneutics’ chapter II in Semeia 4, 1975.
19 Ricoeur 1976: 26.
20 Wittgenstein was very much concerned with the limits of definibility and the significance of 
indefinibility. Wittgenstein states (see A. Gibson 2000), ‘We must be able to understand propositions 
[of] which we have never heard before. But every proposition is a new symbol. Hence we must have 
general indefinible symbols’, (cf Wittgenstein, The Blue and Brown Books, Oxford: Blackwell, 1958. 
) Recent research on Wittgenstein, for example that by Hintikka (1994: 32), refuses to allow a 
complete break in Wittgenstein’s shift from the Tractatus to Philosophical Investigations with respect 
to his use of ‘picture’ (Sluga & Stem 1997: 10) and the notion of ‘imaging’. Whatever the specialist 
conclusions in this area, it is helpful for the present context to assume and adopt this position Hintikka 
offers for purposes of exemplifying a plausible approach to Wittgenstein’s ‘forms of life’. Hintikka
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relationships.’ At this extreme point, Ricoeur continues, ‘language as discourse has 
disappeared.’21
Ricoeur does not, however, abandon linguistics altogether. He finds kinship with the 
network of relations identifiable between semiotics - the science of signs (visual and 
literary) as constitutive parts of language - and semantics, including the idea of a 
science of sentence as the concept of sense/reference. By his own admission, the 
difference between semiotics and semantics becomes key to his understanding of 
language.22
An analysis of Ricoeur’s exposition of discourse as language moderated by a 
sophisticated theory of semiotics and semantics is not within the remit of this thesis. 
What is important however, is that Ricoeur’s argument leads him to conclude that 
‘text’ constitutes the intentional ‘fixation of discourse in some exterior bearer’. 
Through what he terms ‘inscription’23, the human factor of ‘immediate vocal, 
physiognomic, or gestural expression’ otherwise associated with discourse
(1994: 33) shows that for the 1929 Wittgenstein, phenomenological explanation of language is 
impossible. He argues that Wittgenstein sought a physicalistic explanation of language, with the twist 
that these are arbitrary games. They articulate indefinible symbols and metaphoric elements. We can 
use this perspective as a basis for the role of ‘forms of life’ in Philosophical Investigations in the 
sense that any representation is arbitrary, yet it has an engagement with, and is an extension of, 
physicalist notions. A very different but comparable thrust against conventional realism and in 
opposition is the acceptance of the a priori concepts as universal truths, is Gilles Deleuze’s scenarios 
for the image {Cinema 1. London: Macmillan, 1982). He rejects the distinction between the a priori 
and the empirical drawing on the work of Bergson Les Deux Sources (English trans). London: 
Macmillan, 1935). It should be noted however, that Deleuze detested Wittgenstein’s philosophy since 
he thought it was not radical enough and not pragmatic. In drawing theses various elements together, 
I wish to propose that some functions of the expression ‘forms of life’ are physicalistic, mirror mental 
images, and yet in ways which are arbitrary, though they embody language games. Consequently 
since a ‘form of life’ is plausibly a visual and three dimensional image, the foregoing aptly 
complements the thesis’s attempt to propose a non-realist perception of the physical realisation in the 
portfolio being explored here.
21 Ricoeur 1976: 6.
22 Ricoeur 1976: 8.
23 Ricoeur !976: 23. The New Oxford Dictionary o f English (1998) gives the core sense of the verb 
‘inscribe’ as ‘write or carve (words or symbols) on something, especially as a formal or permanent 
record’ with a first subsense of ‘mark (a tablet, metal sheet, or other object with characters . . . ’.
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disappears, leaving ‘material “marks” [to] convey the message.’24 Indeed in 1975, a 
year earlier than his Interpretation Theory, in his article on ‘Biblical Hermeneutics’, 
Ricoeur refers to a work of discourse in the ‘same sense that we speak of a work of 
art’ and considers language as a medium, ‘as a material to be worked and formed’.25
In developing his argument, Ricoeur turns to the question of painting, characterizing 
it as ‘iconic augmentation’. He refutes ancient pre-Socratic and especially Platonic 
philosophic concepts of the ‘eikon’ as ‘a mere shadow of reality’, arguing that:
Pictorial activity may be characterized in terms of an “iconic augmentation”, 
where the strategy of painting, for example, is to reconstruct reality on the basis of 
a limited optical alphabet. This strategy of contraction and miniaturization yields 
more by handling less. In this way, the main effect of painting is to resist the 
entropie tendency of ordinary vision -  the shadow image of Plato -  and to increase 
the meaning of the universe by capturing it in the network of abbreviated signs. 
This effect of saturation and culmination, within the tiny space of the frame and on 
the surface of a two-dimensional canvas, in opposition to the optical erosion 
proper to ordinary vision, is what is meant by iconic augmentation.26
Ricoeur pursues this promotion of painting as a form of inscription, going on to point 
out how, with reference in particular to Dutch oil-painters, the choice of medium can 
let appear ‘the luminosity within which things shine.’ In a sentence where metaphor 
can appear to be seen to allow him to unite painting and writing in a single context, 
Ricoeur then continues:
Because the painter could master a new alphabetic material -  because he was a 
chemist, distillator, vamisher and glazer -  he was able to write a new text o f 
reality. Painting for the Dutch masters was neither the reproduction nor the 
production of the universe, but its metamorphosis.27 (author’s italics)
24 Ricoeur 1976: 26.
25 Ricoeur 1975:68. ‘Biblical Hermeneutics’ in Semeia 4, 1975: 68.
26 Ricoeur 1976: 40 -41.
27 Ricoeur 1976: 41.
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The argument for the interpretation of visual image as ‘inscription’ and therefore as 
‘text’ does not rest here. After including the printing techniques of etching and 
engraving in his argument, Ricoeur proceeds to the genres of impressionism and 
abstract art to show how perceptual form is gradually challenged ‘by radical denial of 
the immediate’. Painting (with etching and engraving) is unlike photography, which 
is inclined to ‘grasp(s) everything but hold(s) nothing’.28 On the contrary, painting 
‘seems only to “produce,” no longer to “reproduce.”’29 Its strategy may, in fact be ‘to 
reconstruct reality on the basis of a limited optic alphabet’ where ‘the contraction and 
miniaturisation yields more by handling less.’30
This theory of ‘iconicity’ as an ‘augmentation of reality’ leads Ricoeur to conclude 
that writing is only one aspect of iconicity alongside ‘other possibilities of inscription 
expressed by pictograms, hieroglyphs and ... ideograms, which represent a direct 
inscription of thought meanings and which can be read differently in different 
idioms.’ What these ‘other minds of inscription’ have, he summarises, is the 
possibility to exhibit:
a universal character of writing, equally present in phonetic writing, but which 
the dependence on sounds there tends to dissimulate: the space-structure not only 
of the bearer, but of the marks, themselves, of their forms, position, mutual 
distance, order, and linear disposition. The transfer from hearing to reading is 
fundamentally linked to this transfer from the temporal properties of the voice to 
the spatial properties of the inscribed marks. This general spatialization of 
language is complete with the appearance of printing. The visualization of 
culture begins with the dispossession of the power of the voice in the proximity 
of mutual presence.31
As if in illustration of Ricoeur’s theory, and yet preceding it by four years, Dore 
Ashton, in her book Picasso on Art, draws attention to a quotation which provides an
28 Ricoeur 1976: 41.
29 Ricoeur 1976: 42.
30 Ricoeur 1976: 40.
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excellent example of interplay between what might be termed inscription as writing 
and inscription as drawing:
After a swim, on the beach at Golfe-Juan, we were talking about Chinese 
characters (écriture). A Chinese friend is drawing Chinese characters in the 
sand. Picasso had amused himself before by drawing his own ideograms in the 
sand: bulls, goats, faces of peace. He is fascinated (il se passione) by the 
interplay of Chinese characters, the strengths and economy of their construction.
“If I were bom Chinese,” says he, “I would not be a painter but a writer. I’d 
write my pictures.”32
There seems little doubt that agreement can now be found with David Pellauer who, 
after examining the significance of ‘text’ for Ricoeur, concludes that to understand 
‘text’ as simply fixed, written discourse is misleading. ‘Text’ as conceived by 
Ricoeur may be seen to have a much wider application and significance. Pellauer 
suggests that implicit in Ricoeur’s concept of ‘text’ is the idea that ‘“text” becomes a 
paradigm33 for any object of hermeneutical enquiry. It deliminates the field of 
hermeneutics proper, so that any group of signs which may be characterised as a 
work -  i.e., as constituted by Composition, Genre and Style -  may be viewed as 
text’.34
This thesis will follow Pellauer’s understanding of Ricoeur. It will interpret the term 
‘text’ with Ricoeur as ‘inscription’, meaning the marking of a ‘material’ ground or 
surface so that the surface changes into a bearer of symbols of communication. By 
extension, it will then see the concept of ‘text’ as embracing the 
inscriptions/markings of visual art as ‘text’ to be read and understood.35
31 Ricoeur 1976: 42.
32 Ashton 1972: 131. Picasso’s quotation is taken from Claude 1956: 112.
33 Cuba (1990: 17) defines the generic sense of ‘paradigm’ as ‘a basic set of beliefs that guides action, 
whether of the everyday garden variety or action taken in connection with a disciplined enquiry’.
34 Pellauer, D, ‘The significance of Text in Paul Ricoeur’s Hermeneutical Theory’ in Reagan 1979: 
109.
35 This idea has its origins in Schleiermacher and Dilthey who saw the object of hermeneutics as any 
inscribed expression of life. Reagan, 1979: 109.
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The Model
With the inclusion of visual art as ‘text’ for interpretation validated through reference 
to Ricoeur’s theory, attention may now be drawn to the ‘text’ as it is constituted 
overall by the thesis. It has already been noted in the introduction that in order to 
assist clarity of the ‘text’ of the thesis and hopefully, to imbue it with a sense of 
Ricoeur’s ‘logic of action’,36 a model, which may be described as pragmatic, 
plurivocal and conceptual, has been devised. The notion of model will now be 
introduced prior to presenting the model particular to this thesis as an illustrative 
device for the interpretation to follow.
The philosopher Andrew Harrison provides a basic and succinct definition of a 
model as an ‘analogy that depends on a structural parallel so that units in the model 
stand to one another in the same way that units in what the model represents are 
related to each other.’37 S allie McFague, on the other hand, can be said to describe 
the function of a model more simply than Harrison when she begins by saying that 
models give us a way of thinking about the unknown in terms of the known. Finding 
agreement with Max Black, she continues to say that ‘a model gives us a “grid”, 
“screen”, or “filter” which helps us to organise our thoughts about a less familiar 
subject by means of seeing it in terms of a more familiar one.’38
McFague examines the role of models in science and deduces that the important 
aspect of an efficient model is that it should be a systematic and specific structure 
which can ‘give intelligibility to the unintelligible’, thereby offering the possibility of 
insight into a network of complex relations. Models, she believes, should structure
36 Ricoeur 1976: 85.
37 Harrison 1997: 83.
and order experience,39 and in so doing, they must be seen to ‘simplify and order the 
seemingly chaotic detail of the principal subject, but they must also provide 
sufficient complexity to offer suggestive connections.’40
If, then, a model seeks to simplify, order and illuminate relations between what, in 
the case of this thesis, are the principal partners in the dialogue, how can the model 
in question be seen to achieve this? To answer this question, the author’s model 
must be introduced in order to implement and extend the foregoing in relation to it.
The construction of the model begins with three points placed geometrically as the 
points of an equilateral triangle with the stress placed on the term equilateral in 
order to indicate that none of these points can be construed so as to take precedence 
(fig- 0-
O
O
f ig  i
Each of these points is designated representative of one of the three ‘texts’ chosen for 
the purpose of seeing the author’s own practical artistic and written ‘texts’ in 
possible relation to fine art theory and theology, without pre-supposing that this is a 
ranking order:
38 McFague 1982:23.
39 McFague 1982: 23.
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the art and biography of Mark Rothko;
the philosophy of radical theologian Don Cupitt;
the practical, illuminative work of the author.
For the purpose of identification only and with no intrinsic colour significance, these 
points and the bars which will be seen to link them together, are colour-coded: red 
for Rothko, blue for Cupitt and yellow for the author. Disparate41 and autonomous 
though these subject points currently appear, it is hoped to show how a relationship 
in their progressive ideas can be unfolded.
The next stage in the construction of the model is, therefore, to indicate the relations 
between the points - or ‘action kernels’ as Ricoeur would call them42 - by joining 
them together with straight lines {fig. ii).
The link lines43 are then labelled with the following terms from aesthetic theory:
40 McFague 1982: 74.
This word is used by Bakhtin (1984: 5) to identify what he calls the ‘several author-thinkers of 
Dostoevsky’s novels.
42 Ricoeur 1976: 85.
These lines are coded in different colours to mark different identities, without wishing to ascribe 
other symbolic sense to the colours.
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symbolic order (codified by orange);
- expression (codified by green); 
embodiment (codified by purple).
The use of numerical terms such as ‘first’, ‘second’ and ‘third’ is deliberately 
avoided since there is no mandatory order in the model for these areas o f study. Any 
one of the labels can change places with either o f the other two labels without 
altering the main functional significance or the relationships within the model.44
Two further triangles, identical to that just described as well as to each other, are then 
stacked into the model below the first and evenly spaced (fig. Hi).
Æ  »?
The crucial factor is, however, that each of the second and third triangles is rotated 
through 120 degrees from its predecessor in a clockwise, helical movement. The
44 Ian Hacking (1995: 214 - 216) in his discussion of Foucault’s two poles o f development, points to 
how these poles are linked by ‘a whole intermediary of cluster relations’. Hacking feels it is 
important, however, to extend this idea through the concept o f what he call ‘memoro-politics’ where a 
politics o f the self/subject/human mind is brought into play.
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result is clear from the colour-coding used in the model. The orange, green and 
purple of the horizontal plane now appear above one another in the vertical, 
transposed in sequence.
Through the use of the term rotation, to describe how the triangles relate to each 
other in the stack, another important property has been ascribed to the model’s 
concepts -  that of implied movement (fig. iv).
While the model is in a virtual state, it is intended to represent metaphorical 
relationships which are essentially not static, but constantly reverberating and in flux. 
By introducing further oscillating lines between the points of the triangles in the 
vertical axis, it is hoped to show how, within this study, there is reverberation 
between the three main ‘action kernels’.
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With the framework of the three-dimensional model established, attention can now 
be given to two other areas implicit in its make-up. First, there is that area contained 
within the ‘shell’ of the stacked triangles. Secondly, there is that area excluded by 
and yet embracing the exterior of the model. In order to make contact with the 
internal dynamics of the model’s triangular structure, a central cylinder is shown to 
be threaded down through it, making contact as it descends into position with the 
sides of the model represented by the link bars (fig. v).
Ag. ^
This tube is intended to signify the projected first stage in the outcome of the 
composite learning experience indicated through the dynamics of the model’s format. 
The tube serves as a metaphor45 for the core of meaning within the model’s overall 
sense.
45 McFague (1982: 23) defines a model as ‘a dominant metaphor, a metaphor with staying pow er’.
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Finally, the spatial exterior of the model is represented by a second cylinder passed 
over the whole model and making contact with it at the triangle’s points {fig. vi).
This cylinder is intended to signify the area in which the self, having not only 
encountered meaning, but appropriated it, becomes renewed. The outer cylinder 
therefore, serves as a metaphor for becoming. It is acknowledged that this term 
becoming is a controversial one, but in the context of this research, it pre-supposes 
the sort of scheme envisaged by Ricoeur. In Ricoeur’s thinking, this is the time 
when, by following the ‘arrow of the sense of the text’ and by trying to ‘think 
accordingly’, ‘the reader ... is enlarged in his capacity of self-projection, by 
receiving a new mode of being from the ‘text’ itse lf46:
Ricoeur 1976: 94.
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What may be described as a multi-dimensional, polyphonic47 model has now come 
into being through an attempt to harness into one visual unit the apparently diverse 
areas of the experience of this enquiry. Yet, as it stands, it is but a bare skeleton. 
The task ahead is to show how, to call again upon Harrison’s terminology, ‘it will 
project on to the topic, so that it can show itself to be a model of that thing and not of 
something else’. If, and only if, the model can then be deemed ‘capable of exhibiting 
the property to be examined, will it be valid’.48
Before moving on, however, it is important to acknowledge and be aware of three 
problematic areas incurred in the use of the model. The first is that, rather like 
Gombrich’s hobbyhorse,49 the model is arbitrary outside the context in which it is 
used, having no universal application or geometric significance. The second applies 
to the nature of all models and concerns their inadequacy. As McFague repeatedly 
points out, models are ‘at the same time both true and untrue', they invite existential 
commitment but in a qualified manner; while believed to be appropriate, they are 
also held to be partial and inadequate’(original italics).50 Looking at a model, as well 
as being able to see the things which it is, it is likewise always possible to see the 
things that it is not. This is because all models and arguably all theories in other 
subjects are empirically underdetermined. Yet, as Suzanne Langer writes:
47 ‘Polyphonic’ is used here in a metaphoric sense since it is a term usually used in music. It means 
‘producing many sounds’ often in contrapuntal relationship and according to fixed rules. When used 
to describe vocal music, if refers to two or more parts each with a melody of its own, and it is in this 
sense that it is an appropriate to the author’s model. ‘Polyphonic’ is also a word borrowed by Ricoeur 
from Henri-Irenee Marrow (‘L’Avenir de la Culture classique’, Esprit 23, February 1955, p 23) to 
enhance his own discussion on ‘What Does Humanism mean?’ and his belief that modem society of 
‘unmeasured richness and complexity’ needs to cultivate a ‘poyphonic conception of culture’. Ricoeur 
1974:71.
48 Harrison 1997: 93.
49 Gombrich in ‘Meditations on a Hobbyhorse’ in Pappas 1970: 156 -  168.
50 McFague 1982: 92.
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The best sign that you have broached a central philosophical issue is that in 
solving it, you raise new interesting questions. The concept you construct had 
implications, and by implication builds up further ideas, that illuminate other 
concepts of the whole subject, to answer other questions, sometimes before you 
even ask them.51
The third point to be made concerns the terms ‘intention’, ‘intentional’ and 
‘intentionality’. In her seminal work, Elizabeth Anscombe (1958) drew attention to 
the fact that in any one event, the intentions implicated do not guarantee either 
accuracy or a favourable outcome.52 This may be so, but P T Geach has argued more 
recently in favour of the importance of a common focus. He writes:
A number of archers may all point their arrows at one actual target, a seer of a 
man (real identity); but we may also be able to verify that they are all pointing 
their arrows in the same way regardless of finding our whether there is any 
shootable object as the point where the lines of fire meet (intentional identity). 
We have intentional identity when a number of people, or one person on 
different occasions have attitudes with a common focus, whether or not there 
actually is something at the focus.53
In the light of these problems, it is suggested therefore, that the model for this thesis 
is presented as a non-arbitrary focus for drawing together and relating the strands of 
the multi-faceted theory.
With the model now set and the key figures introduced, the next object is to look at 
Ricoeur’s hermeneutical theory in order that some understanding may be brought to 
the ‘texts’ of Rothko, Cupitt and the author and subsequently to see them in relation 
to each other.
51 Langer 1957a: 3.
52 Anscombe 1958: sections 23 -2 5 .
53 Geach 1980: 146 -  147. See also ‘The Perils of Pauline’, p 153.
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2The Holistic, Plurivocal Discourse of the Model
The first step in any attempt to make sense of a ‘text’ is, according to Ricoeur’s 
hermeneutic, to establish the presentational structure, the examination of which helps 
to ‘designate [the text’s] immanent design as work in the literal sense, that is, as a 
result of labor and the object of a praxis and a technique’.1 It is the structure of the 
text which provides ‘clues for the disclosure of the meaning carried by the ‘signs’ 
and which ‘secures the survival of meaning after the work has been generations 
removed from its author’s lifetime ... it presents new possibilities for illuminating 
situations different from those that surrounded its original intention.’2 Reid, 
however, presents a strong reminder in this context, for, as he says:
The artist never knows beforehand exactly the structure he or she is going to 
make and has no fixed rules to guide him/her towards this individual piece of 
making. Of course he/she had had previous experience of making, and a 
knowledge of and knowledge-how of techniques potentially anticipatory; he/she 
has, too, habits and stylistic tendencies. But exactly how he/she is going to use 
these, and the potentialities of the medium in which he/she is working, he/she 
has often but vague and tentative feelings and ideas. There is neither a 
prefigured plan, derived or deduced from some given intelligible scheme, nor a 
fixed final plan operating ideologically towards which he/she can work.3
1 Ricoeur, ‘Biblical Hermeneutics’ m Semeia 4, 1975: 68.
2 Klemm 1983.
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I. Criteria of the Text as a Work.
Ricoeur’s notion of a text as a ‘work’ has three identifiable traits pertaining to the 
realisation of a work of art as discourse, but which exist equally as tenets of aesthetic 
work4:
Composition/form. Likening this in part ‘to the constitution of a living 
organism’, Ricoeur describes this trait as the ‘teleological structure of a 
work of art as a system of wholes and parts.’5 Composition refers to the 
way in which ‘stuff -  stone or paint or words or sounds or bodily motions 
or images, as may be’6 is arranged in a certain order by its user and 
interrelated in such a way as to create a whole which can be said to be 
larger than the sum of its parts.
Code of production/genre.7 This refers to the way in which messages 
are coded and generated through a medium, whether the medium be 
classified as for instance, poetry, narrative, drama or visual art. 
Moreover, as Ricoeur says, ‘to master a genre is to master a 
“competence” which offers practical guidelines for “performing” an 
individual work.’8 It is important to note, however, that the dynamic of 
the code of the ‘text’ is inseparable from the dynamic of the sense of the
3 Reid 1986: 51. Reid’s terminology has parallels with Ricoeur’s (Valdes 1991: 137ff) ‘préfiguration’ 
and ‘configuration’ but this link is not developed while attending to Reid in this thesis.
4 Dillenberger 1986a: 15-28
5 Ricoeur, ‘The Hermeneutical Function of Distanciation’ m Philosophy Today 17, 1973: 134.
6 Cooper 1997: 158
7 Bakhtin (1984: 271) makes an interesting and related comment on ‘genre’. He writes: ‘No new 
artistic genre ever nullifies or replaces old ones. But at the same time each fundamentally and 
significantly new genre, once it arrives, exerts influence on the entire circle of old genres: the new 
genres makes the old ones, so to speak, more conscious; it forces them to better perceive their own 
possibilities and boundaries, that is, to overcome their own naivetés (original italics).
8 Ricoeur, ‘The Hermeneutical Function of Distanciation’ m Philosophy Today 17, 1973: 135.
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‘text’ since as Ricoeur puts it, ‘the dynamics of form is at the same time a 
dynamics of thought’.9
- Style. This refers to the manner in which a work exhibits its content and 
how the ‘text’ can be said uniquely to enable the reader/viewer to make 
special connections. For Ricoeur, style is ‘a unique configuration’ and 
that by which it is possible to assert and preserve individuality over the 
‘anonymity of technological products’.10
If, then composition, genre and style are, as Ricoeur stipulates, the key to 
understanding the structure of a work, and if Eco is taken as right in believing the 
‘structural vitality’ to be a ‘positive property’ in the ‘openness’ and dynamism of an 
artistic work, ‘even though it admits of all kinds of different conclusions’,11 how can 
they be shown to apply to the three subjects indicated at the points of the triangle in 
the above model? In order to respond to this question, an example of a ‘text’ from 
each will now be examined in the light of the above understanding of composition, 
genre and style, beginning with Rothko. It is important to remember, however, that 
the order in which the subjects appear in the model and in which they are dealt with 
below, is not hierarchical.
Li) Mark Rothko
The text as a ‘work of art’12 chosen from Rothko’s oeuvre is dated 1958 and is 
identified by the name Untitled {Number 75).13 It comprises two rectangles in the
9 Ricoeur, ‘The Hermeneutical Function of Distanciation’ in Philosophy Today 17, 1973: 136.
10 Ricoeur, ‘The Hermeneutical Function of Distanciation’ in Philosophy Today 17, 1973: 136 &137.
11 Eco 1989: 20.
12 Ricoeur 1998: 176-182.
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horizontal plane, one white and the other vermilion, set against a field of bright, 
sunshine yellow. [Fig. 12] The white rectangle occupies the greater part of the upper 
half of the canvas. In comparison, the red rectangle is narrower by one third than the 
white, and longer. It stretches differentially almost to the outside edges of the lower 
half of the painting, while still being supported from below by a band of yellow 
seemingly equal in depth to that at the top of the work. This is a large painting14 on 
canvas in oil and acrylic with powdered pigment.
Being one example of Rothko’s many post-1950 colourfield abstractions, Untitled 
{Number 13) relies not on emergent, mythical or legendary images as did earlier 
works, but on relationships of colour and geometrical form. Between both of these 
there is tension. Which of the colour areas is the most dominant? Will the eye allow 
any one of these to dominate? Are the white and red rectangles with their limpid 
outlines emerging from or being consumed by the yellow border? Can there be said 
to be any impression of ‘movement’15 at all within the theatre that is the canvas, or is 
the whole work held in tension, buzzing like a momentarily still, video frame? Is 
there anything there, or nothing?
13 Weiss 1998: 163. This painting is held by the Metropolitan Museum of Art, New York.
14 Approximately 95.5 x 81.5 inches
15 Porter (1974) addresses the issue of movement in Rothko’s oeuvre. He first addresses their apparent 
‘homogeneity’, saying (p 42) that despite this, ‘the paintings are by no means without incident. 
Minute variations, created by the degree to which the canvas weave accepts the soaked paint, 
alternately absorb and reflect the ambient light -  and change with the observer’s position. Indeed, 
even the hues change: “un rose vu de face restait rose; vu de gauche, il devenait blanc; vu de droite, il 
virait au rouge”. (Quotation from Vallier, Dora, ‘Notes sur la technique de Rothko’. XX Siècle 21, 
May, 1963: 103.) Porter continues (p 44): ‘from a subjectivist viewpoint, these paintings do move ... 
or, rather, have the potential for change, an immanence which is transformed into action by the 
observer and his environment. Even this qualification, however, grants to the paintings characteristics 
they don’t possess for, as Dennison observes (Dennison, G, ‘The Painting of Mark Rothko’. Undated 
MS in Museum of Modem Art Library, New York), “the im[m]inent motion ... is our own; in relation 
to the painting, we have become the actor”.’
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These are questions which come to mind as consideration is given to the way in 
which Rothko arranges his forms, building them up in layers of transparent pigment 
which can be said neither to reveal nor to obscure, even though in the literal sense, 
there is nothing other than raw canvas to be revealed or obscured. They are questions 
formulating the discourse which arises from the unique manner in which Rothko 
worked in his so-called ‘mature period’ and which make his style the vehicle by 
which the viewer may seek content/meaning within the work.
I.ii) The Author/Artist16
The work of the author artist will be considered next for the reason that it shares with 
Rothko the context of ‘visual art’. The single ‘text’ chosen for analysis is the cope 
entitled Light Transformed and Transforming (1995) which belongs to a genre of 
‘stitched ecclesiastical textile’. [Figs. 1-11] This garment, made and designed for 
use in church ceremony, is composed of six panels which, when opened out flat, 
make up approximately two thirds of a circle. [Fig. 3] The ground fabric is dupion 
silk in pale terracotta, over which a design descends in an expanding spiral [Fig. 4] 
from the back neck of the small, stand-up collar, over the left shoulder and across the 
morse,17 [Figs. 5 & 6] eventually coming to rest at the base of the front left panel. 
Here, the straight lines of the spiral are absorbed into oval pools of colour. [Fig. 7]
This design is constructed with strips of sheer, silk and man-made fabrics, machined 
down directly on to the main silk with toning threads and finally enhanced with hand 
stitching. The decoration on the morse is worked by machine on dissolvable fabric
16 Note: all references to ‘author/artist’, depict a class which includes the present writer and also, 
therefore, the creative portfolio.
17 Fastening clasp situated at chest height.
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in machine threads which link together small, circular, padded insertions of 
commercial fabric. [Fig. 5]
Not unlike Rothko’s paintings, the style of this garment relies on the way the 
medium, in this case fabric, is applied and on the nature of the medium for its 
evocation of content. Metallic threads which tone and contrast with the reflective 
qualities of the silk and metallic fabrics in spectral colours, twinkle and shade 
according to two variables -  first, the way in which the garment drapes and moves 
with the body and secondly, the quality of the light, natural and artificial, in the place 
where it is worn.18 Unlike Untitled (Number 13) [Fig. 12] however, there is really no 
question of this design being evocative of a video-still, because when in use, 
movement incurred by the live body is constant, however slight (see video 
accompanying this thesis). It is this sense of change through play of light and shade 
which is intended to capture attention and disengage it, however momentarily, from 
the mundane.19
I.iii) Don Cupitt
The third subject area from the model to be considered in the light of Ricoeur’s 
theory of structure is that of Don Cupitt, with the selected ‘text’ being Taking Leave 
o f God (1980). Unlike the two areas examined above, this work belongs to the genre 
of literary works.
Don Cupitt, Anglican clergyman, theologian and philosopher, is inspired and moved 
by a body of people, amongst whom he includes himself, who can no longer find it
18 St Mary’s Church, Putney.
19 Martin 1972: 17.
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within themselves to adhere to traditional doctrine attached to ‘supernatural beings, 
powers and events’,20 but who still need a religious dimension to their lives. In the 
Preface to Taking Leave o f God, he puts forward his view that there can be ‘no 
goodness without radical freedom’ and outlines the argument behind his radical 
campaign against Christian faith based on theological realism -  by which he means 
objective, metaphysical theism -  in favour of Christian faith based on a non-realist 
approach/spirituality. Cupitt believes that spirituality which he defines as ‘a higher 
degree of consciousness’,21 is aspired to, not as a result of judgement on adherence to 
doctrinal authority by an external anthropomorphic God or metaphysical form, but 
through ‘a peculiarly complete transformation of human nature which cannot be 
brought about from outside’.22 It must also be self-willed. Religion he sees as the 
pursuit of the ‘conquest of evil’23 and God as ‘the highest degree of spirituality and 
self-awareness, freedom and love'.24
The argument for a more subjective response to religion is founded on three 
principles:
- Freedom of action, in order to pursue a life and habits of one’s own 
choosing;
- Self-autonomy, in respect of being able to make one’s own rules and 
impose them on oneself;
- Morality, which ‘must itself be autonomous in the secondary sense of 
intrinsically authoritative’.25
20 Cupitt 1980: 1.
21 Cupitt 1980: 154.
22 Cupitt 1980: 4.
23 Cupitt 1980: 164.
24 Cupitt 1980: 95.
25 Cupitt 1980: ix.
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In the introductory chapter, Cupitt begins to elaborate on these ideas from the 
standpoint that ‘God indwells the believer, enlightening his understanding, kindling 
his affections and enabling his will’.26 Internalisation and autonomy he then links 
with the biblical idea of the ‘New Covenant’:
Religion cannot reach its highest development so long as the divine requirement 
remains an objective authority external to man which tries to control him from 
without. Religion requires a peculiarly complete inner transformation of human 
nature which cannot be brought about from outside ... the power that brings 
about my transformation must be fully internalised ... Hence it was said that the 
law written on stone tablets must be changed for a law written directly on our 
hearts of flesh, that we must be circumcised inwardly and that God must put his 
spirit into our hearts. In the New Testament it is claimed that these promises and 
hopes are at least fulfilled.27
Over the next twelve chapters, Cupitt traces what he sees as the decline of belief in 
an objective God as a result of a vastly increased knowledge of the universe as well 
as of the nature of knowledge itself. The response of society to these two areas, he 
believes, has also caused a decline if not disintegration of traditional, social 
institutions such as ‘language, the family, the moral and social order, ritual [and] 
kinship’28 which have been replaced by a reassessment of what is understood by the 
‘self. He challenges the charge from traditionalists of reductionism and 
subjectivism and defends reading of the Bible, doctrine and worship, provided that 
they be subjected to subjective appropriation.
In the light of these arguments, Cupitt goes on to discuss what we may understand by 
the concept of God, how ‘real’ that concept might be, and the nature of faith itself. 
The conclusion that he then invites us to arrive at with him is that:
26 Cupitt 1980: 5.
27 Cupitt 1980: 4.
28 Cupitt 1980: 18 -19.
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God is the mythical embodiment of all that one is concerned with in the spiritual 
life. He is the religious demand and ideal, the pearl of great price and the 
enshriner of values. He is needed -  but as a myth.
We need myth because we are persons. A person is a process of becoming, and 
narrative is the literary form that best shows what persons are and can become. 
... Myth is the best, clearest and most effective way of communicating religious 
truth.
God is myth we have to have. What is new in modem times is that the advance 
of consciousness has compelled us to admit the mythological character of much 
of our own religious -  and also metaphysical -  thinking. ... We have to go 
forward to a new kind of faith which is fully conscious. It uses myth, but it also 
transcends it into autonomy.29
Of particular interest to this thesis is the way in which Cupitt refers to the creative 
value of his approach to understanding the nature of God, likening the way to that of 
the creative artist. Countering the claim for ‘thoroughgoing liberation’ and a 
secularisation of Christianity in the 1960’s, Cupitt warns that this can easily lead to 
‘anarchic freedom that rejects all structure and becomes quite contentless’. He 
comes to the point which is destined to become a recurrent theme in his future 
publications:
A freedom that is in no way directed by a spirituality does not know what to do 
with itself and does not know where it is going. What we need -  but lack -  is 
illustrated by the example of a creative artist. Such a person is fortunate, for as 
well as his spiritual freedom he also has his vocation, which in him functions like 
a spirituality in that it directs his freedom towards maximally productive use and 
expression.30
With this brief summary of the initially disparate ‘textual’ centres of Rothko, Cupitt 
and the author, it is hoped that not only is each established as a ‘text’ worthy of 
interpretation in its own right according to Ricoeur’s hermeneutic, but also as 
potentially comparable ‘texts’ linked by their structural application to the same code 
of composition, genre and style.
29 Cupitt 1980: 166- 167.
30 Cupitt 1980: 2.
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II. Aesthetic Relations Between the Texts.
It is proposed, however, that the three ‘textual’ centres can be shown to be enjoined 
in closer relationship through the tenets of aesthetic theory. In the model, these are 
indicated by the straight lines joining the subject points together into a triangular 
format. The tenets represented by these lines are:
Symbolic Order;
- Expression;
Embodiment.
At this point, it is imperative to point out yet again, that there is no hierarchical order 
in the model for these areas of discussion.31 For the purpose of this thesis, however, 
the issues will be addressed in the order given above and the three selected ‘texts’ of 
Rothko, Cupitt and the author will be considered under each heading.
H i) Symbolic Order
In his opening manifesto for the symposium on the place of the arts and, in 
particular, of the aesthetic in education, Peter Abbs argues that not only does the 
aesthetic have primordial, biological roots in what Robert R Witkin calls ‘the sensate 
impulse’ or alternatively a ‘knowing which is the result of impressive behaviour’32,
31 In Phlosophical Investigations, Wittgenstein (1958: 45e) believes that there is no pre-fixed order of 
things, and if there were, it cannot be known what that order would be. Note 98 reads: ‘On the one 
hand it is clear that every sentence in our language “is as it is”. That is to say, we are not striving after 
an ideal, as if our ordinary vague sentences had not yet got a quite unexceptionable sense, and a 
perfect language awaited construction by us. -  On the other hand it seems clear that where there is 
sense there must be a perfect order. -So there must be perfect order even in the vaguest sense and a 
perfect language awaited construction by us. On the other hand it seems clear that where there is a 
sense there must be a perfect order. -  So there must be perfect order even in the vaguest sense.’ 
(original italics) Then Note 102 reads: ‘The strict and clear rules of the logical structure of 
propositions appear to us as something in the background -  hidden in the medium of the 
understanding. I already see them (even though through a medium): for I understand the prepositional 
sign, I use it to say something’.
32 Witkin 1973: 10.
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as qualified ‘in the historic world of culture but also, more specifically, in the whole
symbolic field of the particular arts discipline’33. Abbs proposes that:
As soon as we sing, make stories, narratives, dance, paint, we not only express 
and satisfy bodily rhythms we also enter into and depend upon what is 
symbolically available, on what has been done by previous practitioners and on 
how much has been effectively transmitted. Art comes out of Art, as 
Mathematics comes out of Mathematics. We improvise with and even extend 
artistic grammars but we rarely invent them; they are ‘there’ in the culture and it 
is in the transpersonal culture that art is both made and understood.34
This insistence on the role that culture plays in situating the generation of ‘new 
meanings and new possibilities’35 is not, however, peculiar to Abbs. Indeed similar 
comments are to be found with other authors referenced in this thesis. Cupitt 
actually uses the term Symbolic Order, referring to it as the ‘so-called “Ideal 
Culture” of language, religion, morality and art’. He takes the view that it is 
‘communally generated’ supplying all people with ‘forms of expression through 
which we can get ourselves together individually and socially, and conjure up our 
various visions of redemption’.36 Ricoeur, in both The Symbolism o f Evil21 and Freud 
and Philosophy,n  finds in the first of these two books that the philosopher is 
‘unavoidably oriented’39, and in the second, that the philosopher ‘does not speak 
from nowhere’.40 George Pattison, whose pattern of thinking will later be called upon 
to guide the conclusion to this thesis, talks of present identity as being inseparable
33 Abbs 1989: 7.
34 Abbs 1989: 7.
35 Abbs 1989: 7
36 Cupitt 1995b: 45.
37 Ricoeur, P (trans Buchanan). New York: Harper & Row, 1967.
38 Ricoeur, P (trans Kohak, E). New Haven: Yale University Press, 1970.
39 Ricoeur 1967: 2 0 -2 1 .  Quoted by RM Zaner, ‘The Adventure of Interpretation’ in Reagan 1979: 
34.
40 Ricoeur 1970: 48. Quoted by RM  Zaner, ‘The Adventure of Interpretation’ in Reagan 1979: 34. 
The issue raised here of the philosopher being , to borrow Ricoeur’s words, ‘unavoidably oriented’ is 
also significant in feminist theory, for example in the work of Sandra Harding (1983 & 1991) and 
Pamela Anderson (1998).
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from and interdependent on history. He dissociates himself from the relativist 
attitude which sees the past as ‘mere prelude or lead-in to the present’, preferring to 
believe that ‘the past lives on or lives again in the present, as I take up the questions, 
challenges and situations bequeathed me by the past and make them the matter of my 
present efforts at self-understanding and self-improvement.’41 Pattison might indeed 
be said to paraphrase Ricoeur, at least in his opening gambit. He assures his reader 
of the positive value of the Symbolic Order in terms of the opportunities it provides 
for potential new beginnings:
We all have to start somewhere, and we all have to accept that we will never 
entirely banish the circumstances of our beginnings from the further 
development of our thought. ... But this does not mean that we are subject to 
some kind of historical determinism. If the child is father to the man, the man is 
not simply a larger version of the child. Between the two lies a whole story of 
growth, choice and interaction with others. We are by no means limited to 
reciting the words and phrases that have been handed down to us from the past 
with more or less insight or power, nor are we constrained by the dominant 
agenda of our years of apprenticeship. We begin with what we have been given, 
but from the very beginning we ring the changes, incorporating our own 
experiences and experiments into the picture we have had bequested to us until, 
bit by bit, it becomes a new picture. Even if it is only all of a sudden that we 
notice that it has indeed become a new picture, the likelihood is that the final 
paradigm-shift will have been long-prepared by a history of gradual 
transformations, invisible fermentations and the accumulation of unrecognised 
pressures.42 [author’s italics]
In the light of these statements which variously assure the reader that the Symbolic 
Order is constant and unavoidable, the question can now be submitted as to what is 
the culture, ‘the artistic grammar’, or ‘the established narrative’43 upon which the 
three central ‘authors’ in this current discussion can be said to have established 
themselves?
41 Pattison 1998: 81. In relation to this, see also Ricoeur’s view of his own intellectual autobiography 
associated with the roles of narrative and metaphorical statement. Ricoeur (1995), ‘Intellectual 
Autobiography’ in Hahn 1995: 3 - 5 3 .
42 Pattison 1998: 62 -63.
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Il.i: a) Mark Rothko
In her biography About Rothko, Dore Ashton writes that her subject was ‘an 
intellectually restless man. He was by nature a debater, first of all with himself.44 
Biography, of course, being an interpretation of a life by another, manifests problems 
of indeterminacy and as Hacking puts it, ‘a half-breed of imagination and reality.’45 
If, however, we accept Ashton’s judgement as the closest it is possible to get, then it 
is likely that an early contribution to Rothko’s debate with himself must have been a 
social one with origins in his home background. As the son of Russian-Jewish 
parents, there was engrained in his mind memory of emigration to Portland, Oregon, 
in 1913, aged ten and the persecutory circumstances under which the flight was 
deemed necessary.46
It was in Portland that Marcus Rothkowitz, as Rothko was known until 1940, was 
subjected to a strict Jewish education while being exposed to and actively engaging 
in the wider local environment of radical, social, mass meetings where, according to 
Ashton, ‘such colourful anarchists as Emma Goldman, William Haywood, and 
assorted figures in the ‘Industrial Workers of the World’ harangued on issues from 
the right to strike to birth control’.47
It would appear then, that indications show that, alongside an early, personal 
awareness of tragedy and the tragic in life, radical thinking was already distinctly 
embedded in Rothko by the time he abandoned scholarship studies two years into a
43 Abbs 1989: 8.
44 Ashton 1983: 5.
45 Hacking 1995: 233.
46 Breslin 1993: 9ff.
47 Ashton 1983: 8.
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course at Yale and subsequently attached himself to the Art Students’ League in New 
York in 1923.
It was at this point that a second major influence on Rothko surfaced, in connection 
with art and its theory. This was opened up through the influence of Max Weber, a 
teacher at the Art Students’ League48 and a painter who had studied in Paris (1905 -  
1908), and who was, in turn, greatly influenced by the European avant-garde of the 
time. In Max Weber, Rothko found the only formal art training that he was to 
experience. Weber was also to exert a considerable influence on the development of 
his pupil’s early work, particularly through his own art theory. In Essays on Art, 
Weber makes three statements which may be seen to have been an inspiration in the 
future development of Rothko’s work:
A colour must be more than a colour. A Form must be more than a form; it 
must suggest the sacred more only found in the spiritual. Everything must be 
more that it is visibly.
We must study the antiques. And the more we do so the better are we able to 
discern the new of to-day, even if the intent differ greatly from the art of the 
past.
Matter is merely matter; it lies and knows not. Matter inbreathed with the 
spirit, moves and transcends it; it illuminates darkness, and fills emptiness, 
and enlivens even the vacuous.49
The first of these statements for example, can be said to throw some light on 
Rothko’s admiration for the painting of Fra Angelico50 and most especially the 
frescoes to be found in the monastery of San Marco in Florence. Over his working 
life, Angelico gradually broke with the conventions of the gothic Triptych form,
48 Breslin 1993: 60 -6 3 .
49 From Weber, Essays on Art. New York, 1916: 26, 58 & 74. Quoted in Clearwater 1984: 17.
50 Fra Angelico (c 1387 -  1455) was an Italian painter and Dominican friar. Much of his work took 
the form of altar pieces.
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abandoning the traditional gold backgrounds and preferring single panel form. The 
frescoes, the purpose of which was not to be decorative, but to be a devotional aid to 
meditation in the sparsity of the monk’s cells, typify the simplicity of his mature 
period. As she introduces Bonnie Clearwater’s book concentrating on Rothko’s 
works on paper51, Dore Ashton draws attention to how Rothko can be said to have 
gradually ‘cleared away’ all incidental event in his paintings in a manner similar to 
Angelico. She writes that for Angelico:
Light was no longer a function of luxurious materials such as gold leaf and lapis 
lazuli, but a fogged, suffusing, hovering substance whose source is veiled. Each 
painting holds only two or three or four shapes, and they are almost always 
subordinate to the peculiar nature of the encompassing light. Fra Angelico had 
cleared away the flowers, the adoring angels, the brilliant skies, the musical 
instruments, in order to reveal a vision of a higher and far less defined 
experience, meant for meditation.52
As Ashton sees it, Angelico’s work stands as a clear example of Rothko’s own goal 
to clear his work of narrative detail and ‘to go as close to his intuition of radiance as 
he could’.53 Certainly Rothko’s mature paintings consist of no more that at most four 
horizontal bands of colour. It seemed that Rothko wanted, as Van Gogh had 
indicated in one of his last letters, ‘to paint ... with that something of the eternal 
which the halo used to symbolise, and which we seek to convey by the actual 
radiance and vibration of colour’.54
At this juncture, it seems pertinent to pause to reflect upon to the wider context of 
this thesis to indicate a possible comparison between what Rothko is said to be 
trying to achieve in his painting -  an intuition of radiance -  and a point that Ian T
51 Ashton in Clearwater (1984: 11) believes that for Rothko, it was the experience of the fluency of 
water-colour on paper that was a great contributory factor in the gradual transformation in the style of 
his oil painting from representational to abstract.
52 Clearwater 1984: 9.
53 Clearwater 1984: 11.
54 Clearwater 1984: 11.
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Ramsey makes about religious discernment in his book Religious Language.55 
Bishop Ramsey tries to explain what he means by moments of religious discernment 
through what he sees as parallel incidents where descriptive expressions such as 
‘come alive’, ‘the light dawns’, ‘the ice breaks or ‘the penny drops’ are used. He 
uses as illustration of his idea, the story of a High court judge who, immuned from 
‘depth and vision’ by his courtly robes, suddenly sees in the dock a long lost friend 
or former wife. The moment is one of astonishment, and nicknames are exchanged. 
Ramsey writes:
Eye meets eye, but if this phrase is used of the new situation it means far more 
than physiological positioning; and it is important to see the significance of 
words like Sammy and Penny [the nicknames] is proportionate to their 
comparative lack of empirical relevance. The situation has not ‘come alive’ 
merely by containing an unusually large range of facts; rather, in stretching to 
include these facts, the situation has taken on ‘depth’ as well -  it has become in a 
certain way partly elusive. The very lack of observational ties which nicknames 
like Sammy and Penny possess, enables them all the better to claim a measure of 
spatio-temporal elusiveness about the situation ... The situation is more than 
‘what’s seen’, it has taken on ‘depth’; there is something akin to religious 
‘insight’, discernment, ‘vision’.56
Moving now to the second of Weber’s statements concerning what he calls ‘the study 
of antiques’, it is possible to discern as example of this statement a forecast of 
Rothko’s early reliance on antiquity for subject matter in his painting, most 
particularly in the decade 1930 -  1940. Ever conscious of the turmoil of the world 
political scene, Rothko concentrated most on Aeschylus and his Agamemnon 
trilogy.57 In this story, Ashton explains, Rothko found a ‘meditation on war and
55 Ramsey 1969. (Original text 1957)
56 Ramsey 1969: 20.
57 Goldhill (1992: ix) applauds the Oresteia, opening his Preface with a paragraph which might be 
said to expand on Ashton as to why Rothko found it such an inspiring text for his purpose: 
'(Oresteia) was a landmark from its first performance, recognised as the greatest work of a playwright 
who was recognised as the figurehead of the flourishing of tragedy in classical Athens. He still is. 
The Oresteia was, first of all, for the Greeks themselves, simply the most influential play ever written. 
Its dramatic techniques, narrative development and dense poetry changed the course of Greek and 
hence European drama. It is the play to which Euripides and Sophocles, the other great surviving
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death [which] was measured but passionate’ alongside an understanding of human 
frailty. Moreover, all of this was encased within a subtle, yet poetic framework of 
the kind that Rothko himself sought for expressing what he saw as ‘the tragedy of 
man’s destiny -  to be forever caught between birth and death -  and aware of the 
strange disparity between the great space of the imagination and the material human 
fate.’58
Unlike its two predecessors, the last of Weber’s statements quoted above seems to 
have relevance not as a forecast of a developing style, but more as a support for 
Rothko’s susceptibility to, and deep love of music59 as a source of ‘solace, 
inspiration and release’.60 Ashton, Clearwater and Breslin all agree on the extent to 
which Rothko allowed himself to be transported by music61, and perhaps he sensed 
with musicians that ‘it [music] is the prime source of their clearest insight into 
humanity’.62 Of all the arts, music is the most abstract.63 While it can be written
playwrights of the fifth century, turned again and again in homage, competition and imitation. From 
here comes Western theatre.’
58 Clearwater 1984: 12.
59 Music was a great influence in the lives of the theologians Barthes and von Balthazar and according 
to E T Oakes, it affected everything they wrote. Von Balthazar’s thought, says Oakes, was neither 
systematic nor developmental but ‘basic themes and motifs interpenetrate the entire work for which 
music provides the best parallel and which precludes us from speaking in terms of “development” or 
“changing one’s mind’”. Oakes also suggests that the problems of interpretation in both Barthes and 
von Balthazar might be helped, not by the systematic interpretation, but by the ‘hearing’ of what they 
write. Oakes (1994: 134 -135). There is also a possible connection here with Rothko since Chave 
1989: 120) believes that His pictures ‘do not conform to a code structure insofar as that implies a 
system where signs can be neatly paired with meanings.’
60 Ashton 1983: 52.
61 Related to this discussion here regarding the ‘analysing of works of art that originate in the same 
broad cultural context as itself, even though it is outside the remit of the thesis, is the psychoanalytic 
approach promoted by Malcolm Bowie (1993: 110 - 111) and founded on the principles of Freud. 
Bowie comes to the conclusion that ‘it [psychoanalysis] illuminates works that have elaborate 
internal facing and high levels of transformative and transvalutive activity, and has correspondingly 
little to say about countless admirable works that do not possess these qualities’.
62 Langer 1957a: 101. In a lecture concerning both the specious and real relationships among the arts, 
Langer denounces the tendency to ‘treat any two things that bear some intimate relation to each other 
as identical.’ She prefers to look at each art as autonomous each with its own principles of primary 
creation - plastic arts their ‘visual space’ , music its ‘audible time’ and dance its ‘realm of interacting 
powers’ for example. Where Langer does seek to find relationship between the different forms of art 
is in what she calls their ‘organising devices’ which ‘reveal the principles of dynamic form that we 
learn from nature as spontaneously as we learn language from our elders. These principles appear , in
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down and the sound reproduced almost mechanically, ‘the real music -  its essence -  
lies in what cannot be written down, in the nuances of the performer(s) and of the 
performance, different every time yet recognisably “the same” piece of music’.64
So far, Rothko’s place in the symbolic order may be said to have been acknowledged 
by situating him as a member of two social environments, the one engendered by his 
home and the other, the artistic milieu which was to extend forwards from Weber to 
include such significant, contemporary painters such as Adolph Gottlieb, Barnett 
Newman and Clifford Still. What must have come close to being, for Rothko, 
dependency65 on music has also been acknowledged. Finally, an indication needs to 
be given to the place of philosophy in Rothko’s life which may support Dore
one art after another, as the guiding ones in every work that achieves organic unity, vitality of form or 
expressiveness, which is what we mean by the significance of art’. (Langer 1957: 79) The 
significant/dynamic form she defines in an earlier text (1953: 32) in relation to music, though it can be 
seen to have equal ramifications for art and as a basis for establishing relations between art and music. 
She writes that the significant/dynamic form ‘is that of a symbol, a highly articulated sensuous object, 
which by virtue of its dynamic structure can express the forms of vital experience which language is 
peculiarly unfit to convey. Feeling, life, motion and emotion constitute its import.’
Malcolm Bowie (1991: 91), in his attempt to make comparisons between the arts and relate this to 
psychoanalysis, has more recently expressed a particular interest in the way that ‘the work of art both 
maintains and blurs its own hierarchical distinctions, by seeking self-consistency for each of its 
separate modes or levels and then puncturing this consistency by allowing other models or levels to 
interfere’.
63 Malcolm Budd (1995). Budd argues that the notion of ‘value’ is constant through different artistic 
media including visual art, music and literature. He is not, however, saying that different degrees of 
value are not present in such a constant, but only that ‘value’ itself is a constant. In trying to define 
what for him is the notion of abstract art/music, believes that it is ‘not a representation of the 
perceptible world outside music’. He writes that ‘abstraction in art is not usually understood in such 
a way that abstract art must display nothing of the outside world that the audience needs to appreciate; 
in particular, it is usually understood to rule out not ‘expression’ of the ‘inner world’ of psychological 
states -  the ‘inner world’, as such, is not perceivable, and hence not picturable -  but ‘representation’ 
of the ‘external world’ of physical objects and events. It is in something like this looser fashion that I 
intend to understand the notion of abstraction in art for it is precisely by reference to music’s supposed 
capacity to express emotions, moods and feelings -  their essence, their ‘morphology’, their otherwise 
inexpressible particuliarity, or whatever, - that theorists have usually proposed and so unlock the 
secret of music’s appeal. Furthermore, the inclusion of the expression of emotion within the scope of 
abstract music does not compromise music’s abstractness, for the musical expression of emotion is ... 
the expression of abstract emotion. ... I (propose to) regard music as “abstract” in so far as its 
appreciation requires neither the grasp of any thought-content of its constituent sound ... nor an 
awareness of any extramusical audible (or otherwise perceptible) state of affairs or object that its 
constituent sounds stand to in similar relation to that in which a picture stands to the visible state of 
affairs it depicts or a sculpture to what it is a sculpture of (original italics). Budd (1995: 128 -  9).
64 Ellis in Starkings 1993: 106.
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Ashton’s view of Rothko as by nature a debater, and especially with himself.66 
Through his engagement with literature67 as a potential source for understanding the 
meaning of life, Rothko read both Kierkegaard and Nietzsche. Anna Chave68 
believes like Breslin that Kierkegaard69 became Rothko’s preferred philosopher and 
interpreter of myth, but it would seem that the artist found his first real soul mate in 
Nietzsche and most notably in The Birth o f Tragedy70 not least because of its relation 
again to music:
It was likely that Rothko’s devotion to Nietzsche, and most especially to The 
Birth o f Tragedy with its sub-title. Out o f the Spirit o f Music, was based on his 
recognition of Nietzsche’s own reverence for the power of music. Nietzsche 
credited music with the possibility of giving to man a “direct knowledge of the 
nature of the world unknown to reason.” ... He [Rothko] longed for the 
abstracted condition, the condition of music, and in order to achieve it and to 
give his work, as he said, “the poignancy of music and poetry”, he had to clear 
away so many things.71
Nietzsche was also interested in the grandiosity of Greek tragedy which, at an earlier 
stage in his relationship with Wagner, he took to be reborn in spirit in the music of 
Wagner.72 In debate very much akin to that which Rothko was to hold with himself 
about the nature of the tragic life, Nietzsche looked at the opposition between the 
appearance and base reality of life, between, in terms of Greek mythology, the
65Clearwater 1984: 10
66 Ashton 1983: 5.
67 Breslin 1993: 126
68 Chave 1989: 82.
69 Breslin (1993: 126) states that the most important of Kierkegaard’s texts for Rothko was Fear and 
Trembling.
70 Ashton 1983: 52. Breslin (1993:174) suggests that Rothko first heard of Nietzsche in his youth in 
Portland, Oregon, and that he may have read him by the time he went to Yale or very shortly after 
leaving.
71 Clearwater 1984: 10
72 Nietzsche 1956: 6. It should be noted that the intense relationship between Nietzsche and Wagner 
eventually fell apart. In the ‘Afterword’ to Wagner, Whittall (1983: 742) writes that Wagner’s 
relationship with Nietzsche ‘veered at times from the warmest enthusiasm to the most awkward 
estrangement.’ See also Muller & Wapnewski 1992: 327ff.
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Apolline and the Dionysiac.73 What Rothko perhaps found hopeful in The Birth o f 
Tragedy, however, was not only that the ‘spirit’, passion, anxiety and decision­
making of an ancient society could be invoked in a new form suitable to the age, but 
also Nietzsche’s proposition that these two opposing characteristics are not 
necessarily enemies:
The two creative tendencies developed alongside one another, usually in fierce 
opposition, each by its taunts forcing the other to more energetic production,, 
both perpetuating in a discordant concord that agony which the term art but 
feebly dominates: until at last, ... the pair accepted the yoke of marriage and, in 
this condition, begot Attic Tragedy, which exhibits the salient features of both 
parents.74
If indeed Rothko was seeking some essence of hope in a scenario he conceived as 
largely tragic, then Birth o f Tragedy he was to find the ‘most optimistic expression of 
a pessimistic world-view that has ever been penned.’75 Sadly, Rothko himself was 
never able to grasp fully the nettle of optimism, committing suicide in 1970.
The resource of critical literature on the subject of Rothko and his art bears witness 
to the fact that what has been said above is by no means an exhaustive account of all 
the elements of the symbolic order of which he became part. It is hoped none-the- 
less, that a brief indication has been given of the relationships in which his career as 
an artist was held in tension.
Il.i: b) Don Cupitt
Tracing biographical details for Cupitt is more difficult than for Rothko since the 
author gives away remarkably little personal history in his books. Scott Cowdell’s 
investigations for his book Atheist Priest intimate that Cupitt moved in and out of
73 Nietzsche (1956: 19) views the two physiological phenomena Apollonian and Dionysiac as 
representing ‘the separate realms of dream and intoxication
74 Nietzche 1956: 19.
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religion as youth and student, fluctuating between lay-Anglicanism and 
‘conservative’, ‘pietistic’ Protestantism.76 The authoritarianism of the latter, 
however, eventually proved too much for Cupitt, who acknowledges in the Foreword 
to this same book, his acquiescence to a family trait for an ‘extreme love of 
freedom.’77
After undergraduate studies at Trinity College, Cambridge, reading Natural Sciences, 
Cupitt went to Westcott House where his studies moved on into Theology and the 
Philosophy of Religion. In 1959, he was ordained into the Anglican priesthood and 
he returned to his native North West to serve his first curacy. Of the choice to move 
back to the North, Cupitt writes:
I had chosen to return to Lancashire partly because I wanted to reconnect with 
my origins after an education in the South-East, and partly because ... I believed 
it necessary to test my understanding of Christianity against the realities of life in 
an industrial city ... Salford was ideal ... the vast population of this area had ... 
lost touch with the Church.78
By 1962, he was back in Cambridge as Vice-Principal of Westcott House, from 
whence he went to be Dean of Emmanuel College and lecturer in Philosophy of 
Religion at the University.
It has to be assumed, because of the lack of documentary evidence, that Cupitt’s 
encounter with what he was to term a non-realist approach to God was a gradual 
awakening, coming about through intensive study and practical experience as a 
clergyman. To see his approach as controversially unique is incorrect, since as far 
back at least as the 6th century, Denys the Areopagite, a Greek Christian, did not like
75 Tanner 1994: 18.
76 Cowdell 1988: xv -  xvi.
77 Cowdell 1988: ix.
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to use the word ‘God’ because of what he saw as inadequate and anthropomorphic 
connotations. By the 9th century, Duns Scotus Erigena, a Celtic philosopher, was 
saying much the same thing. The word ‘God’, Scotus believed, could only 
symbolise, so that:
While it is contemplated in itself [it] neither is, nor was, nor shall be, for it is 
understood to be none of the things that exist because it surpasses all things but 
when by certain ineffable descent into the things that are, it is beheld by the 
mind’s eye, it alone is found to be in all things, and it is and was and shall be.79
Following in these same footsteps in the 13th century was Eckhart80, a German 
mystic and intellectual, who wrote in a sermon that ‘Man’s last and highest parting is 
when, for God’s sake, he takes leave of God.’81
The antimetaphysical view of God, Cupitt believes, has always been in the minority, 
but none-the-less ‘it includes many of the best names, for Tertullian, Luther, Pascal, 
Kierkegaard and Barth were all antimetaphysical and refused to identify the God of 
faith with the God of the philosophers.’ To this list, he then adds Jung and Dr John 
Robinson,82 both of whom, he says ‘were aware that an objective God “out there” 
would be spiritually oppressive and would block man’s attainment of full self- 
consciousness’.83 It is important also to add to this list the influence of Nietzsche, 
whose ethics Cupitt particularly admired and Wittgenstein with his theory of
78 Cupitt 1984: 22.
79 From Periphsean, Migne, PL, 426C-D, quoted in Armstrong 1994: 231.
80 Cupitt gives a short exposition of Eckhart’s life and an interpretation of his thinking in Mysticism 
after Modernity, appearing to find through it, a kinship with modem radical theology: ‘He [Eckhart] 
tries to bring down all the metaphysics, and also to telescope together the spread-out Grand narrative 
theology of religion, so as to produce an effect of burning joy and intensity in the ... Now moment’. 
1998a: 104.
81 From the sermon ‘Audit Me Non confundetur’ quoted in Armstrong 1994: 219.
82 Robinson 1963.
83 Cupitt 1980: 7 - 8 .
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language not as referring to or copying the structure of a pre-existing external reality 
but as ‘embedded and interwoven in human practice’ as a ‘form of life’.84
Cupitt says, however, that the greatest influence on him was Kierkegaard following 
what he calls an ‘experimental rereading’ in 1978 of the book Purity o f Heart (1947). 
Because this book is about religious subjectivity and not a metaphysics of God, his 
intention was to find whether it might make better sense from the point of view of a 
non-realist theory of God. While Cupitt does not claim to have found the ‘correct’ 
reading of Kierkegaard, he none-the-less believes that he made a breakthrough in his 
own thinking by rediscovering Kierkegaard’s God not in terms of what he calls the 
‘active Being’ of orthodox, western Christianity, but as “‘the Eternal” God ... like 
one who is dead but is still venerated. The dead person is constantly, silently with 
us, acting as a reference point and as a standard to be lived up to.’85 Kierkegaard is 
one who ‘seeks to interpret an individual, insisting that the task is a terrifying and 
awesome one, much more difficult than is usually supposed and such that only the 
Christian categories can guide us through.’86
In Taking Leave o f God, his first book to tackle the anti-metphysical, non-realist 
approach to God, Cupitt, having set out a hypothesis, begins with the question as to 
whether there is ‘any way of overcoming religious heteronomy (God’s spiritually 
crushing over-againstness) while yet maintaining the transcendent and utterly over­
riding authority of the religious claim upon us?’87 (original italics) In this, it is
84 Cupitt 1984: 213 & 220.
85 Cupitt, ‘Matters Eternal’ for the series ‘Rereadings’ in the Financial Times, 23 June 1996.
86 Cupitt 1980: 65.
87 Cupitt 1980: 8.
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possible to surmise that he could be responding to William Hamilton, who, in The 
New Essence o f Christianity writes:
A believing Christian can face without distress any announcement about the 
disappearance of the idols from the religious world of men, but he cannot live as 
a Christian for long with the suspicion that God himself has withdrawn. How is 
it possible to turn this difficult comer and to move from an acknowledgement of 
God’s disappearance to a sense of some kind of reappearance and presence.88
Hamilton is not a source that Cupitt recognises in his book, but, in addressing what 
for him are the ethical problems of ‘religious heteronomy’, he does concede a certain 
affinity with Nietzsche whose ethics he particularly admired.
As with Rothko, the aim of this thesis is not to account for all the influences on 
Cupitt which ensure him a place in a ‘common symbolic order.’89 By at least 
pinpointing the influence of Nietzsche and Kierkegaard, however, there has now 
been identified a possible relation between the philosophical outreach of Cupitt and 
Rothko.
Il.i: c) The Author/Artist.
When it comes to situating the author/artist’s relation to a symbolic order, a middle 
source in the form of an independent, unemotional enquirer is removed from the 
scene as the genre of autobiography comes into play. Although the role of the self 
was addressed in the previous chapter,90 it is now pertinent to the present context to 
revisit the issue in order to engage briefly with the question, ‘What is 
autobiography?’
88 Hamilton 1966: 57.
89 Abbs 1989: 9.
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Autobiography is, at its most simple, ‘a point of view on the writer’s own past life’.91 
It is an experience of reality from a single point of view and uniquely the point of 
view proper to the author/artist but, that said, it is a point of view taken from ‘outside 
and beyond the limitations’92 of the original event(s); yet, as Cassirer believed:
In language, in religion, in art, in science, man can do no more than to build up 
his own universe -  a symbolic universe that enables him to understand and 
interpret, to articulate and organise, to synthesise and universalise his human 
experience.93
In describing that which autobiography does exactly, James Olney likens it to the 
writing of poetry in the drawing of attention to the nature and quality of the self- 
being of the person ‘whose existence is indisputable’:
The act of autobiography and the act of poetry, both as creation and as 
recreation, constitute a bringing to consciousness of the nature of one’s own 
existence, transforming the mere fact of existence into a realised quality and a 
possible meaning. In a certain sense, autobiography and poetry are both 
definitions of the self at a moment and in a place; and I do not mean, for 
autobiography, that it is a definition of the writer’s self in the past, at the time of 
action, but in the present, at the time of writing.94
In one sense this entire thesis could be categorised as autobiographical if indeed, 
again to quote Olney:
The final work, whether it be history or poetry, psychology or theology, political 
economy or natural science, whether it take the form of a personal essay or a 
controversial tract, of lyric poem or scientific treatise, will express and reflect its 
maker and will do so at every stage of his [her] development in articulating the 
whole work.95
90 Cixoux’s (1986) stress on self-reflexive functions in autobiography will not be pursued further than 
previously (see p 12f of this thesis) but the focus is complimented in the following remarks.
91 Olney 1972: 42. See also Ricoeur (1995) in Hahn (ed) 1995: 53.
92 Olney 1972: 43.
93 Cassirerl944: 221. Quoted in Olney 1972: 8.
94 Olney 1972; 44.
95 Olney 1972: 3. Writing more recently, but in a similar vein to Olney, Sturrock (1993:5) draws a 
parallel between the writing of autobiography and self-portraiture: ‘in writing, an autobiographer does 
not so much put a name to his life story as put his lifestory to his name; or, should he be more drawn 
to self-portraiture than to narrative, that he provides for that name a psychological identity. Whether it
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It is not, however, the whole work that is under the microscope. It is in fact, 
selected, but significant points96 of the (hi)story of the author/artist which, as for 
Rothko and Cupitt, relate her to a symbolic order, points which might help to 
establish a stage or stages when her ‘philosophical debate’ with herself might be 
deemed to have begun. Olney again believes that ‘the task of the philosopher is to 
search himself and to find his own Einsteinian equation against chaos, his own 
Socratic theory to prevent blindness of the soul.’97 It also contributes to an 
understanding of the self which, in Ricoeur’s words is ‘to understand oneself as one 
confronts the text and to receive from it the conditions for a self other than that 
which first undertakes the reading’.98
An issue which inevitably arises when confronting autobiographical material, is that 
of memory since it is only through the operations of ‘recall and recapitulation’99, 
much of which cannot be validated, that this particular genre of writing relies. 
Olney, however, sees the use of memory, that ‘partner in the creation of present 
reality’100, as a rich and valuable contribution to autobiography. He believes that the 
subjective experience of an own life is one way of showing evolution and 
transformation in that life and questions how else other than through autobiography, 
might it be possible to ‘define the self or give anyone else any sense of it?’ That 
said, autobiography he believes, is not to look straight into the self ‘which is invisible
be story or portrait -  and all autobiographical stories are in practice part portrait, just as all self- 
portraits are in part story -  autobiography wills the unity of its subject’.
96 Sturrock (1993:289) refers to these points as significant turning points since the state or issue in 
question has most probably been turned away from in dissociation, subsequently to be turned back to 
in reassociation.
97 Olney 1974: 17.
98 Ricoeur, P, ‘On Interpretation’ in Montefiore (ed) 1983: 83. Quoted in Madison 1990: 95 -  96.
99 Olney 1972: 262. See also Ricoeur (1998: 116 -  125), ‘Duty of Memory, Duty of Justice’ and 
Ricoeur, ‘Intellectual Autobiography’ in Hahn (ed) 1995: 3 -5 3 .
100 Olney 1972: 274.
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anyway’, but it is to look ‘sidewise to an experience of the self and try to discover or 
create some similitude for the experience that can reflect or evoke i t ’101 He argues 
that:
Memory issues in and validates present being because it is simultaneously a 
tracing that leads to present consciousness and a product of that same present 
consciousness; it integrates all the old, half-remembered, or perhaps 
misremembered, selves, which adequate to their own proper moments into the 
pattern of the new self, which is bom in the moment now out of this very 
exercise of consciousness and memory.102
Even the ‘infidelity’ that is inevitably caught up in memory in relation to the truth103 
of that which is recalled, Olney sees as being not ‘sinful’, but quite the contrary. He 
sees the unfaithfulness to the past as ‘a creative figuration of the living present and a 
summary reconstruction of how the present came to be that which it is and that which 
it represents itself as being.’104
In turning to look at her own autobiography, and in ‘reworking’105 her memories, the 
author/artist is not as Ian Hacking puts it in his study of multi-personality, 
formulating part of ‘a neurological programme of understanding memory’ but
101 Olney 1972: 29.
102 Olney 1972: 264.
103 Hacking (1995: 249 - 250) considers the question of truth and memory and the way in which he 
considers memory in terms of a modification of that which is recalled: ‘When we remember what we 
did, or what other people did, we may also rethink, redescribe, and refeel the past. These 
redescriptions may be perfectly true of the past; that is, they are truths that we now assert about the 
past. And yet paradoxically they may not have been true in the past, that is, not truths about 
intentional actions that made sense when the actions were performed. That is why I say that the past 
is revised retroactively. I do not mean that we change our minds about what was done, but that in a 
certain logical sense what was done itself is modified. As we change our understanding and 
sensibility, the past becomes filled with intentional actions that, in a certain sense, were not there 
when they were performed.’
104 Olney 1972: 264.
105 In writing about the false memories of persons with multi-personality disorders, Hacking (19 95: 
257) makes a comment that may be said to bear some relation here. He writes: ‘what must count first 
is whether she becomes happier, better able to live with friends and family, more confident, less 
terrified. That granted, and imaging that no one at all is harmed by any elements of falsehood or 
fantasy that may have crept into the cure, does it matter whether her reconstructed soul remembers her 
past and her self with some accuracy.’ Ricoeur’s view (1998:70 -  74) nicely complements Hacking
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creating a narrative which, despite its pitfalls, will ‘mesh with the rest of the world 
and with other people’s stories, at least in externals’, though, he says, the ‘real role is 
in the creation of a life, a character, as self.106 While not entering into the detailed 
introspection to which, it will be recalled, Cixous subjected herself (for example 
1986), the author/artist will at least indicate the social context of her life in its 
intertextual relations which it is possible to conceive as influential, despite 
indeterminacy, on a future order.
To place the author/artist in a social context, is to begin with childhood and in this 
case, an upbringing in the more rural outskirts of a mining village in south Yorkshire 
against a turbulent family background. Dubbed by the family as the stubbornly 
determined of the two daughters with an unhealthy, selfish streak, the author has 
deep-rooted memories of the hurt behind the moralistic façade which tainted even the 
more joyous occasions.
Throughout childhood, attendance at Methodist Sunday School happened 
unquestioned and there were clear definitions within the family between what was 
considered ‘right’ and ‘wrong’. There are what appear to be ‘clear’ memories of 
prints of a haloed Christ on Sunday School walls, of sitting cross-legged and bored 
on hard floors, of reciting poems to adulatory congregations at Anniversaries. Later 
memories recall itinerant preachers imploring congregations to lead lives according 
to the example of the Bible to which the alternative was eternal damnation. None of 
this, as it is recalled, rang quite true in the ears of the author, as she considered them 
late into the night along with what in retrospect might be termed other events of
with its emphasis on Freud associated with human drives and language despite his incomprehension 
of Lacan.
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‘psychic hurt’ or ‘wounds to the soul’107 from which she was unable to dissociate 
herself.
Escape from the social as opposed to the material discomforts of parental 
background came with the onset of college years, yet even then the longed-for 
freedom of engaging with a wider world revealed different social and academic 
issues with which to contend. The many hours spent in the privacy of student 
accommodation did little to dispel thoughts of what life really had to offer, or 
whether indeed life had any meaning and value. Eventually, association with the 
college chapel and subsequent confirmation into the Anglican communion 
contributed in part to a greater measure of understanding and acceptance than had 
previously been possible. Worship in the contemporary, light and airy chapel with 
its startling and challenging reredos by Bratby seemed to affirm the value of the 
individual with all its personal misgivings.
It can be said that, apart from the particular choice of the higher educational 
establishment to be attended, the transfer of allegiance from the Methodist to the 
Anglican Church was the first truly developmentally directional and autonomous 
decision that the author/artist had made and one which was to have unexpected 
consequences. Sometime later, seeking a new direction from her professional 
teaching career, the author was encouraged to follow up a long-standing interest in 
embroidery. Gradually, she found herself becoming increasingly excited by the
106 Hacking 1995: 250.
107 Hacking 1995: 183. Hacking uses the term ‘psychic hurt’ as an explanation for the word ‘trauma’ 
which he believes has become a metaphor ‘for almost anything unpleasant’. He also uses the term 
‘psychological blows’ as a further alternative to ‘psychic hurt’ and ‘trauma’.
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freedom involved in the search for good design and personal style. During this same 
period, an interest in ecclesiastical textile slowly and surreptitiously began to emerge. 
Research into the history of embroidery inevitably involved looking at examples of 
early ecclesiastical design. Not least among these were the highly embellished 
vestments of medieval opus anglicanum which, it can be said, was the period to exert 
the most influence on the development of the author’s own emerging principles of 
ecclesiastical design as first an integral part of the form of the whole garment and 
secondly as a vehicle for capturing something of the mystique of light in all its 
darkness and brilliance. As the French writer, Maurice Blanchot said:
Light illuminates, that is to say that light hides itself, that is its sly characteristic.
Light illuminates: that which is illuminated presents itself in an immediate 
presence which reveals itself without revealing that which manifests it. Light 
effaces its traces; invisible, it renders visible.108
There is here a potential link between the author’s interest in light and her attraction 
to the paintings of Rothko, although there is no evidence that she was in any way 
aware of this at the time her interest in ecclesiastical textile was opening up. Ashton 
tells how, in her opinion, Rothko quite literally craved ‘a light of revelation’ but ‘it 
had to be concealed’. Therefore the light that he embodied in his work, she goes on, 
was describable as one of the ‘emanation’ of light itself from a hidden source109, and 
not, in the mature works, the things it illuminated.110
The extent to which light would become an important factor for the author/artist in 
the preparation of the portfolio will become clear as each project is addressed. For
108 Blanchot (1969) quoted in Ashton 1972: 196 -197.
109 Waldeman (1978: 61) likens Rothko.'s use of light to the works of Rembrandt.
110 Ashton 1973: 196-197.
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the moment, however, attention needs to he reverted to the model and specifically to 
the second of the links between the three objective areas of study, that of expression.
Il.ii) Expression
This is a difficult concept, one which has tried the minds of all the great philosophers 
of art at least as far back as the 13th century, when the Italian Franciscan, Giovanni di 
Fidanza (1221-1274) [otherwise known as St Bonaventura] declared that the 
function of art is expression rather than representation.111 It is important to remember 
however that, as Ricoeur’s hermeneutic shows, that which is expressed is not ‘an 
appearing object’. As Klemm summarises in his study of Ricoeur, ‘expression is 
different from appearance in that with expression we look not for the synthetic unity 
of a perceptual manifold, but for the thought and experience of the expressing 
subject.’112 For Rudolph Amheim, form and subject matter come together as 
‘instruments of artistic form’, giving, he says ‘body to an invisible universal’:
The visual form of a work of art is neither arbitrary nor a mere play of shapes 
and colours. It is indispensable as a precise interpreter of the idea the work is 
meant to express. Similarly, the subject matter is neither arbitrary nor 
unimportant. It is exactly correlated with the formal pattern to supply a concrete 
embodiment of an abstract theme.113
The aspect of aesthetic experience to be considered at this point will be approached 
from the subjective point of view of the creator of art and not, in this instance, from 
the objective stance of the viewer/reader for whom ‘an’ expression would, as Klemm 
says, be defined as a ‘significant indication in the sense that it announces a meaning’ 
since in its broadest sense it ‘refers to what can be broken down into sense and
111 Tatarkiewicz, vol 2, 1974: 234 -  235.
112 Klemm 1983: 62.
113 Amheim 1974: 460 & 461.
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reference’. This will be addressed under the issue of interpretation in the next 
chapter.
In order to try and articulate what is meant by ‘expression’, it is helpful to consider 
the etymology of the word ‘expression’. By dictionary definition114, the prefix ex in 
both its Latin and Greek origins, is used with verbs to convey as sense of out or forth 
or release and an example given is that of exodus which embodies the sense of 
departure or going forth. When ex is added to the verb press, which in all its forms 
implies using some quality of force, the resultant meaning seems to involve an event 
conveyed in words, gesture or conduct with the dynamic of movement outwards. Of 
the possible meanings proffered, the most relevant to this thesis is that of squeeze out 
since it implies a sense of pressure and difficulty.
This being so, the question arises as to exactly what it is that the creator of a work 
can be said to be squeezing out and moreover, how can it be identified? What, to 
draw on Reid’s analogy, is the water or other liquid being squeezed out of the cloth 
or sponge ‘where in the squeezing, the water, exactly the same water, flows forth’?115
The process of expression seems to begin with what Abbs describes as ‘a stirring of 
the psyche’116 and recognition of a mood, feeling, quality or character behind which 
there is a need, an impulsion even, for the ephemeral aspect of the experience to be 
acknowledged, clarified and defined in more permanent form. In The Principles o f 
Art, R G Collingwood says that when someone is said to express emotion, that 
person is at first ‘conscious of having an emotion, but not conscious of what this 
emotion is.’ He continues:
114 The New Oxford Dictionary o f English 1998.
115 Reid 1969: 42.
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All he is conscious of is a perturbation or excitement, which he feels going on 
within him, but of whose nature he is ignorant ... From this helpless and 
oppressed condition he extricates himself by doing something which we call 
expressing himself.117
Collingwood goes on to indicate that the first vehicle of expression is language 
which in turn triggers off the next stage in the process -  communication. Indeed, it 
can be said that without communication, expression would be futile, but while 
communication may take the form of speech118 it cannot be exclusively so. 
Bemedetto Croce in his Aesthetics (1909) eloquently conceded that ‘feelings or 
impressions ... pass by means of words from the obscure region of the soul into the 
clarity of the contemplative spirit’119 but as he also reminded his reader:
there exist also non-verbal expressions, such as those of line, color and sound, 
and to all of these must be extended our affirmation, which embraces therefore 
every sort of manifestation of the man, as orator, musician, painter, or anything 
else.120
If then, in expression, the artist working in his chosen medium can be said to be 
acknowledging and communicating emotion or feeling, how is this achieved by the 
figures in the model whose work is under examination here.
Il.ii: a) Mark Rothko
By the time Rothko was painting Untitled (Number 13), the piece chosen as specific 
illustration for this thesis, he had embarked upon a style which would fulfil his long­
116 Abbs 1989: 200.
117 Collingwood 1958: 109.
118 In concluding his discussion of how he sees language through the event of speech as ‘the process 
by which private experience is made public’, Ricoeur (1976: 19) continues: ‘Language is the 
exteriorization thanks to which an impression is transcended and becomes an ex-pression, or, in other 
words, the transformation of the psychic into the noetic. Exteriorization and communicability are one 
and the same thing for they are nothing other than this elevation of a part of our life into the logos of 
discourse. There the solitude of life is for a moment, anyway, illuminated by the common light of 
discourse.’
119 Croce 1967: 9.
120 Croce 1967: 8.
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term wish to paint with directness and clarity. [Fig. 12] Writing in The Tiger’s 
Eye,121 he described the progression of a painter’s work as being for him:
Toward clarity: toward the elimination of all obstacles between the painter and 
the idea and between the idea and the observer. As examples of such obstacles, I 
give (among others) memory, history or geometry, which are swamps of 
generalization from which one might pull out parodies of ideas (which are 
ghosts) but never an idea itself. To achieve this clarity is, inevitably, to be 
understood.
Untitled (Number 13), like all other Rothko works of the period, finds its origins in 
what, with echoes of Dewey122, Abbs sees as the first stage in art making -  impulse. 
He writes:
Impulse is the pulse of art-making, rooted in the body and moving outwards. To 
exclude impulse is to exclude the very source of art-making. For it is impulse 
which bears the energy necessary for the creation of new symbols. Within the 
impulse there is a desire for an image which will hold, comprehend and 
complete. This desire is buried in the body, bound in our instincts, an innate 
propensity. Art is the life of the body, projected, developed and taken into 
consciousness.123
The word ‘impulse’ as it is used here by Abbs has the sense of finite momentum, of a 
conscious moving towards meaning, of a motivating energy being driven outwards. It 
is not used in the gestural sense of a sudden, strong and unreflected urge or desire 
which reflects movement in time.124 Coming to this method of painting relatively 
late in his career, Rothko was able to draw not only on his own history, but also on 
his acknowledgement of and engagement with a whole symbolic order. The decision 
to change his style would not and could not be described as ‘impulsive’.
121 October 1949, vol I, no 9. Quoted by Waldman 1978: 61.
122 Dewey 1958: 58.
123 Abbs 1989: 198 -199.
124 The New Oxford Dictionary o f English 1998.
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Divested of all extraneous trappings, Untitled (Number 13) finds its expression in its 
style as has already been discussed earlier in this chapter. The expression, therefore, 
lies in the interrelationships and tensions in the picture plane between the rectangular 
forms, the ground and the borders and primarily, in the colour which gives life to 
these forms for without colour, they would cease to exist. It is in the strength and 
proportion of the primaries yellow and red with white that the tussle for supremacy is 
continued, straining for climax through the manner in which it is applied in 
translucent layers. From within or across the deep stainings, Rothko manages to 
create what might be described as Appollonian/Dionysian tension as it effects a 
seemingly mysterious, illusive, yet near blinding light which invigorates the eye in 
its search for meaning. It is this light, issuing from the propensities of the medium, 
which, in Abbs’ terms, ‘allows and forbids ... invites and resists’ even though ‘it 
may not yield the authentic representation we seek.’125
At this point, the argument begins to stray across the fine, difficult line between what 
the artist is expressing and what is expressed in the manner of the painting which will 
be discussed below under ‘embodiment’. Therefore, it seems necessary to recall the 
question currently under examination: How does the artist acknowledge, 
communicate, ‘squeeze out’, or respond to the ‘impulse’ arising from feeling for a 
subject?
Il.ii: b) Don Cupitt
In the case of this next figurehead in the model, the artist as creator of the work is a 
writer and, as noted above, the publication chosen, Taking Leave o f God (1980). In a
125 Abbs 1989: 200
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similar way to which the artist relies on line as a vehicle/tool for expression, the 
writer uses a specific vocabulary and it seems that the whole philosophy behind 
Cupitt’s non-realist approach to a concept of God as ‘an incorporating or unifying 
symbol connoting the whole of what we are up against in the spiritual life’126, rests 
on his recurrent promotion of the words religious requirement and disinterestedness. 
These are the words which paradoxically set the boundaries on freedom, and which 
resist anarchy. ‘A freedom’, says Cupitt, ‘that is in no way directed by a spirituality 
does not know what to do with itself and does not know where it is going’.127 The 
boundaries themselves are ethical values which become manifest through the moral 
order128 and this in turn is created from within ourselves, being directed towards the 
greater good of all Creation.
The religious requirement is examined most closely in the chapter entitled ‘The 
Meaning of God’. Cupitt explains that for those who have rejected ideas of God and 
of the whole moral order ‘seen as built into external reality’129 in preference for the 
more subjective response outlined earlier in this chapter, the religious requirement is:
An impersonal categorically-binding unconditional principle against which we 
bounce ourselves, and which breaks and remakes us simply by being itself so 
utterly unyielding. It is the immutability of God, his eternal silent waiting 
without batting an eyelid, that forces us to confess everything.130
Moreover, Cupitt says, for those like him who have adopted this philosophy:
There is no god but the religious requirement; the imperative Become spirit\ It is 
the presence of God within us, and for us it is God, it is the goal as well as the 
requirement. For the requirement, as it bears upon us, awakens divine 
spirituality within us and so brings about the indwelling of the divine spirit -  not
126 Cupitt 1980: 97.
127 Cupitt 1980: 2.
128 Cupitt 1980: 3.
129 Cupitt 1980: 3.
130 Cupitt 1980: 93.
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as a distinct substance but as a metaphorical way of speaking about those 
supernatural capacities.131
Hence, in Cupitt’s thinking, God’s will becomes ‘the religious claim and demand 
upon us’, God’s activity becomes ‘the drama of the religious life within us’, and 
God’s nature becomes ‘the goal of the religious life before us’.132 In other words, 
this concept of God relies neither on a ‘free-floating pure spirit’ nor on an 
‘objectified law written on tablets of stone’ but on the principle of self interrogation 
through which the self is capable of relating itself to itself and its existence.133 The 
‘free expression’ that this autonomy might lead to, is not, paradoxically, without 
boundaries, for inherent in it should be a depth of moral and religious concern for the 
‘form of one’s doing and willing’ and the ‘form of one’s relation to existence’. Given 
an understanding and acceptance of these boundaries, then, says Cupitt, it can be said 
to have a pull and urgency of artistic vocation.134
Turning now to disinterestedness, this is for Cupitt at this stage in his writing 
career,135 both the most crucial characteristic and the aim of this internalised and 
autonomous understanding of God, since it can be seen to free the approach from all 
charges of egocentricity. If, as in the quotation above, the command to the non- 
realist is Become Spirit!, then spiritual destiny becomes the unequivocal achievement 
of ‘perfect disinterestedness’, this being:
131 Cupitt 1980: 91.
132 Cupitt 1980: 164.
133 Cupitt 1980: 8 6 -9 1 .
134 Cupitt 1980: 142.
135 By 1995, Cupitt appears either to be changing his mind about this early insistence on autonomy 
and self-reflection or alternatively moving his thinking on in and after his Solar Ethics (1995b: 11) to 
an outpouring, expressionist objectification of the self though none-the-less individual in relation to 
‘morality as a conventionally-agreed code of [ethical] practice’.
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A kind of selfhood so different from my present natural ego that by present 
standards it seems almost like egolessness, for it is perfectly non-acquisitive, 
non-defensive, self-communicating and free. Such a spiritual objective is neither 
heteronomous nor vulgarly egoistic and man-centred.136
It is pertinent at this point to digress a little in order to draw attention to a parallel 
between the ‘disinterestedness’ of Cupitt and part of the argument advanced by 
Langer in her chapter on dramatic illusion in Feeling and Form}7,1 Her belief is that 
it is the artist’s duty to persuade the viewer to abandon any ‘ideal frame of mind’ in 
favour of an ‘attitude of contemplation’, an ‘aesthetic attitude’ or ‘objectivity’. In 
adopting such an attitude, Langer insists, the powers of perception will be activated 
so that the image in a work of art, be it ‘painting, architecture, music, [or] dance’ or 
whatever,138 will be ‘abstracted from the physical and causal order’. In this way, an 
opportunity is offered for the image, that ‘something that exists only for perception’, 
to arise from the disposition of colour or pigment on the surface of the canvas [or 
textile] and with its emergence, ‘its advent’, Langer says, ‘the very existence of the 
canvas and of the paint “arranged” on it seem to be abrogated; ... actual objects 
become difficult to perceive in their own right. A new appearance has superseded 
their natural aspect’.139
The image is for Langer, however, ‘a purely virtual object’ in that it is ‘a complete 
entity’ with nothing other than its ‘visual attributes and relations’, its only existence 
relying on its optical, virtual aspect comparable to that of the intangible rainbow or 
mirage.140 These relations that arise in the space of the detachment of the viewer 
from the actual, practical object (painting, sculpture, symbolic form etc.) are, then,
136 Cupitt 1980: 8 7 -8 8 .
137 Langer 1953: 306.
138 Langer 1953: 318.
139 Langer 1953:47-48.
140 Langer 1953: 48.
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the outcome of artistic ‘illusion’. To advance her argument, Langer makes reference 
to Edward Bullough, who in an article in the British Journal o f Psychology141, 
explores the notion of ‘psychical distance’ as a key indicator of every artistic 
‘projection’ of experience.142
The expression ‘psychical distance’ is used by Bullough in a metaphoric sense for 
the pre-suppositional viewpoint which can be used to recognise the internal 
properties that comprise a work of art. Psychical distance is not actual spatial 
distance (the physical distance between artwork and observer) nor is it represented 
spatial distance (the perspectival distance within the work). Neither is it the more 
metaphorical temporal distance being the historical remoteness of the creator and the 
creation from the viewer. Bullough does not deny the importance of these three 
kinds of distance but, in the course of his paper, he goes on to show how any 
aesthetic qualities that they might be seen to possess are derived from what he calls 
‘Distance in its general connotation ... psychical distance.’143
To illustrate what he means by this term, Bullough asks his reader to imagine a fog at 
sea and then describes a subjective response of the inconvenience and discomforts of 
such a state of affairs as well as highlighting what he call the ‘feelings of peculiar 
anxiety, fears of invisible dangers, strain of watching and listening for distant and 
unlocalised signals’. By way of contrast, he then draws attention to an objective
141 ‘ “Psychical distance” as a Factor in Art and as an Aesthetic Principle’ in the British Journal o f  
Psychology, V, Part II, 1912: 87 -  118.
142 Langer 1957a: 222.
143 Reid (1961: 85 -  88) like Langer, makes reference to Bullough’s belief in ‘psychical distance’ as a 
fundamental principal for aesthetic understanding. For Reid, however, while he concedes some 
importance to the presence of psychical distance, he accredits to it less importance than Bullough. 
Reid conceives ‘psychical distance’ as a condition for aesthetic experience, but not equal to it. 
‘Psychical distance’ does not represent the ‘essence of aesthetic’. Moreover, Reid believes that
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response which abstracts from the same situation the dangers and unpleasantness, 
without, like the mountaineer enjoying a challenging climb, denying their existence. 
Thus, phenomenological aspects, put ‘out of gear’ with the practical, actual self, its 
personal needs and ends, begin to assume piority. Such phenomena might be:
the veil surrounding you with an opaqueness as of transparent milk, blurring the 
outline of things and distorting their shapes into weird grotesqueness; ...the 
carrying power of the air, producing the impression as if you could touch some 
far-off siren by merely putting out your hand and letting it loose itself behind 
that white wall. ... the curious creamy smoothness of the water, hypocritically 
denying as it were any suggestion of danger; and, above all, the strange solitude 
and remoteness from the world, as it can be found only on the highest mountain 
tops: and the experience may acquire, in its uncanny mingling of repose and 
terror, a flavour of such concentrated poignancy and delight as to contrast 
sharply with the blind and distempered anxiety of its other aspects.144
From this stance, according to Bullough, the only reactions permitted are those 
which lay stress on the ‘objective’ features of the experience and where the 
‘subjective affections’ are interpreted ‘not as modes of ... being but rather as 
characteristics of the phenomenon.’145 In short, ‘psychic distance’ is a metaphor for 
how a work is perceived in opposition to what it is to be the identity of a work of art. 
For Bullough, in his conclusion, it is ‘one of the distinguishing features of the “the 
aesthetic consciousness”, of that special mentality or outlook upon experience and 
life, which, ... leads in its most pregnant and most fully developed form, both 
appreciatively and productively, to Art.’146 Bullough acknowledges that the kind of 
‘objective’ experience of which he is speaking may be an impression often emerging 
with a suddenness akin to ‘the passing ray of a brighter light, illuminating the
‘psychical distance’, even if it is ‘correctly distanced’, being neither too close nor yet too far, ‘does 
not imply aesthetic perception’.
144 Bullough in ‘Psychical Distance’, British Journal o f Psychology, V, Part II, 1912: 88 -  89.
145 Bullough in ‘Psychical Distance’, BritishJournal o f Psychology, V, Part II, 1912: 89.
146 Bullough in ‘Psychical Distance’, British Journal o f Psychology, V, Part II, 1912: 89.
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outlook upon perhaps the most ordinary and familiar objects’.147 Immediately in this 
light, it is possible to recall and to see as a comparable experience, Cupitt’s account 
of his heightened perception as he encounters Orange Tip butterflies in the ‘visual 
plenitude of the world’ that is a Cambridge footpath on a sunny May morning. 
Cupitt uses this experience to illustrate his concept of ‘ecstatic immanence’ as 
physical not metaphysical experience and of what, for him, is a momentary 
encounter with ‘perfect unity and harmony between subjective experience, language 
and the objective world’. 148
Malcolm Bowie, in his study of mentality based on studies of Freud, considers also 
that there is to be had an explanation of perceptive relations between the viewer and 
the viewed. He refines Langer’s philosophy in the context of psycho-analysis which, 
he says ‘confers privilege not upon one system, but upon the space between and upon 
transforming movements across it’.149 Through Bowie it seems possible, therefore to 
identify a relationship between Bullough’s ‘psychic distance’ and the site of ‘the 
interference patterns between the unconscious and conscious mental activity, the 
volatile but at the same time seemingly highly organised fabric of the individual’s 
desires’.150 Moreover, and significantly, it is for Bowie, the realm of the unconscious 
as ‘the off-stage presence par excellence, the unappeasable spectre at every 
communicative feast’ which helps to maintain the openness of meaning, preventing it 
‘from reaching fullness, completion, closure, consummation’.151 The unconscious
147 Bullough in ‘Psychical Distance’, British Journal o f Psychology, V, Part II, 1912: 89.
148 Cupitt 1995a: 82 -  84. Compare also R S Thomas poem ‘The Bright Field’ in Thomas 1996: 302.
149 Bowie 1993: 101.
150 Bowie 1993: 94.
151 Bowie 1993: 98. As a foretaste of Chapter 4 of this thesis and the implications of meaning as 
sometimes elusive, it is relevant to note that Bowie writes that in psychoanalysis, ‘meaning is to be 
had ... only intermittently, as a momentary purchase achieved upon a constant interplay of levels, 
systems, structures, registers, intensities, and investments.’
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‘just is’ he says later, ‘ex hypothesi, a transformative system that runs 
interminably’.152
This virtual, metaphoric ‘space’153 is then for Bowie, the place of an event of 
intertextuality which he exemplifies through an exposition of the intricate relations 
between the musical, verbal and dramatic modes in Mozart’s Cosi fan tutte (1790); 
he extends his argument to comparison between the literary text of Proust and the 
musical text of Fauré. In this, he shows how intertextuality involves not only a 
conventional understanding of relations between actual texts but also, importantly for 
this thesis, text as a state of mind evolving through relations between the self and a 
work of art. For Bowie as for Lacan on whom he draws for support154, the 
unconscious becomes a textual centre and is identifiable through phenomenological 
reverberations and resonance’s of reciprocity, the creative feeling of which 
Bachelard described as ‘a poetic power rising naively within us’.155
In his non-realist theology, Cupitt, in a similar way to Langer, Bullough and Bowie, 
is interested not in an actual identity of the individual text of God but in the criteria 
by which a concept of God might become manifest and subsequently perceived. 
Cupitt’s ‘disinterestedness’ is the proportionally apt distance, the ‘psychic distance’
152 Bowie 1993: 110.
153 For Langer’s concept of ‘virtual space’ as illusionary, three-dimensional space in painting, as 
‘empty space’ being the complement of ‘tangible form’ as regards sculpture, and as the virtual 
‘created space’ of architecture, see Langer 1953: 86 - 103.
154 Bowie 1993: 111. Bowie has made extensive studies of Lacan, but what interests him at this 
particular juncture is the way in which Lacan, in drawing attention to emblematic painting considered 
relevant to the issue of modem subjectivity, chooses the younger Holbein’s The Ambassadors. 
Lacan, Bowie believes ‘reread this ingenious allegory from the viewpoint of the memento mori, the 
amorphic skull, that hovers over the geometrically patterned pavement at the foot of the painting. 
Bowie appears to see this skull as a textual centre, an indicator of what might be seen as potential 
psychoanalytical space, [Bullough’s psychic space] where the ‘elaborate internal faceting and high 
levels of transformative and transvaluative activity’ are to be accessed.
155 Bachelard 1994: xxiii. (Original text: 1958).
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required for the autonomous enquirer to attend to a concept of God for its own sake 
and not in order to ‘satisfy an everyday physiological need’.156 Cupitt writes:
God offers me nothing that I can clutch to myself (like the shabby teddy-bear 
surviving from childhood) and therefore cannot be loved with the subject-object 
love. I can only love God completely disinterestedly. If I become totally 
disinterested then the disinterestedness is sacred love and indeed is God: that is 
why God is love.157
This amounts to almost the same as Bullough wrote in 1912 concerning how ‘every 
artistic “projection of experience’” may be conceived.158 Bullough writes in a 
similar vein to Cupitt:
By separating the object and its appeal from one’s own self, by putting it out of 
gear with practical needs and ends. But ... distance does not imply an 
impersonal, purely intellectually interested relation. ... On the contrary, it 
describes a personal relation, often highly emotionally colored, but of a peculiar 
character. Its peculiarity lies in that the personal character of the relation has 
been, so to speak, filtered. It has been cleared of the practical concrete nature of 
its appeal....159
This function of a filtered personal relation can then be treated as tantamount to a 
projection on to the work of art which can be used as one of the criteria to code the 
artwork’s interpretation if an appropriate mid-point in psychical distance is achieved.
The comparison between Langer (and indeed Reid after her160) and Cupitt, is made 
possible because both are concerned with ‘feeling’161 which is not, as Langer depicts 
these emotional functions, ‘a plea for sympathy’. What it is, says Langer, is the 
outcome of ‘sentient responsive life’ and ‘a source of insight’ and the common 
ground between the philosopher of aesthetics and the philosopher of religion can be
156 Crowther 1993: 101.
157 Cupitt 1980: 117.
158 Langer 1957a: 222.
159 Bullough in ‘Psychical Distance’, British Journal o f Psychology, 1912: 91. Quoted in Langer 1969: 
223.
160 Reid 1969: 7 6 -7 7 .
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identified in the significant, metaphoric ‘as i f  of music or art. Consistently with this, 
Bowie who promotes the view that through what he designates ‘structural shifts and 
intrications’ as well as ‘the structural vocabulary and syntax of one art can be put to 
work upon another.’ For Bowie, works of art are able both to maintain and blur their 
‘own hierarchical distinctions, by seeking self-consistency for each of [their] separate 
modes or levels and then puncturing this consistency by allowing other modes or 
levels to interfere.’162 (The metaphoric purpose of the visual research model for this 
thesis (figs. i -  vi) and its implied movement is indeed to show both the ‘self- 
consistency’ of the key artists and the ‘puncturing’ of this consistency by the 
relations and reverberations incurred through tenets of aesthetic theory.) In the light 
of Bowie’s argument, Cupitt might therefore be seen as right in comparing the role of 
the religious enquirer to that of the artist.
Il.ii: c) The Author/Artist
There seems little reason to doubt that the design for the cope Light Transformed and 
Transforming [Figs. 1-11] arose from what Collingwood described as ‘perturbation’ 
or ‘excitement’ and Abbs’ ‘impulse’. It is noted from the sketchbook that the author 
had ‘spent many hours watching the magical effects of the light falling though [the] 
window [high above the Bishop West Chapel and to the right of the altar] on to the 
floor and walls of the sanctuary’. [Fig. 8] The force and growth of this ‘impulse’ 
finds visual evidence then in the colour-washed jottings of beams of light, of their 
direction and effects in preference to detailed sketches of patterned glass, window 
frames, and furnishings. [Figs. 9 & 10] It can be said that the author/artist was, like
161 See also Dufrenne 1973: 551. For Dufrenne, according to Burch Brown (1990: 28), feeling is one 
kind of knowing.
162Bowie 1993: 111.
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Rothko, sensing a need to ‘eliminate all obstacles between the painter and the idea 
and the idea and the observer.’163
The issue here is how to capture a quality of light and most specifically, the way in 
which bright sunlight traversing one particular roundel is transformed on its journey 
into coloured shafts which, in turn, transform the appearance of all that they 
encounter. In the actual making of the vestment, the artist seeks to express the 
somewhat ephemeral and elusive qualities to which Rothko was so deeply 
committed, through the choice of appropriate reflective silks, translucent organzas 
and complimentary directional stitching. [Figs. 1, 2, 5, 6 & 7] The way in which the 
shimmer of light beams seems to change as the viewer moves into and away from 
such phenomena, is echoed in the dynamic of the garment in use. At this point, the 
suspended dynamic of the flat design is released through the manner in which it is 
differentially revealed and concealed in the folds and in which it occurs naturally 
according to the form and sway of its wearer. The effects of light and shade are then 
further emphasised as the priest moves through the various intensities of natural 
ambient and artificial light illuminating the church.
Il.iii) Embodiment
Of the three tenets of aesthetic experience under examination here, that of 
embodiment is arguably the most complex and abstruse. In Reid’s terms however:
Embodiment, suggesting the essential incamateness of human life, mind, and 
aesthetic meaning, is a very fundamental idea, stretching far beyond the strictly 
aesthetic: in a wide context it might be called archetypal.164
163 The Tiger’s Eye. October 1949, vol 9. Quoted in Waldman 1978: 61.
164 Reid 1969: 309-310.
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As with expression, it seems important to begin with the etymology of the word in 
order to try to identify exactly what is meant by the term.
The prefix em introduces the sense of ‘in/into’ to the suffix ‘body’ with its 
connotations of material matter -  hence embodiment meaning ‘an expression of ideas 
within’. This is indeed very confusing since the word ‘expression’ is being used to 
explain the meaning of ‘embodiment’. Does this mean then, that the two words -  
expression and embodiment - are synonymous?
From Reid’s point of view, the answer is most certainly not, and he presents a finely 
tuned argument in favour of ‘embodiment’ or, more explicitly he believes, ‘creative 
aesthetic embodiment’.165 Positive as this view may be, care must none-the less be 
taken not to oversimplify the difference that Reid sees between the two concepts.
In order to shed more light on this issue, help might be found through Reid’s analogy 
of ‘the jagged line’, where he uses this vivid image to create a feeling for the 
difference between ‘expression’ and ‘embodiment’:
The drawing of the jagged line may express some feeling that is there already ...
But the feeling-of-the-jagged-line is a new event, and we have to assume that it 
“expresses” exactly what the artist felt before he began to draw. (He in fact 
probably now feels very different).166
In other words, ‘expression’ for Reid is something more than its relationship with the 
artist, since it ‘brings something new into being which is known for the first time’. It 
is ‘a new event’ and ‘produces a new situation’.167 That is not all, for it is possible to
165 Reid 1969: 75.
166 Reid 1969; 45. For related comments on ‘feeling embodied’, see Bachelard 1994: 146 -  147.
167 Reid 1969: 45.
73
conceive of the content of ‘expression’ as pertaining to a much broader field than
feeling and emotion since, he says:
It can include images and ideas, and sometimes very complex organisations of 
them. Or we can be said to express “experience” -  not necessarily highly 
emotional experience.168
Even now, that is still not all. What ‘expression’ still lacks, in Reid’s eyes, is 
twofold. First, there is a non-aesthetic function of ‘material symbol’ which is 
essential if conceptual thinking is to take place, for, he says, ‘“body” and our 
incarnate experience of it, is central to the aesthetic and the artistic.’169 Secondly, 
there are what he describes as:
Perceived sounds, shapes and rhythms etc., [which] are not only instrumental to 
the grasp of aesthetic meaning; the experience of the attentive perception to them 
is an essential part of the apprehension of meaning.170
The conclusion to all this is that when content and medium are seen as ‘indivisibly 
and uniquely united, there is an ‘intentionality of relationship’ which is unique to 
each piece of art. A new dimension is created and when ‘the creative manipulation 
on a medium is complete and successful’, this dimension is seen by Reid as 
embodiment. It is new. It is ‘appreciated rather than made’.171 It is emergent112 
(author’s italics).
On first reading, Reid seems to be almost entirely dismissive of ‘expression’ because 
‘the word ... has so many misleading contra-aesthetic undertones that it is almost
168 Reid 1969: 45.
169 Reid 1969: 78.
170 Reid 1969: 76.
171 Reid 1969: 81
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impossible to continue to use it as the main keyword of aesthetics.’173 If this were 
so, then the previous discussion in this paper and the place of ‘expression’ in the 
model would be deemed irrelevant. Fortunately, however, in the concluding section 
to this chapter of his book, Reid qualifies his argument, saying that ‘the critical and 
philosophical language of ‘expression’ is relevant up to a point at which 
embodiment, meaning-embodied, occurs. There it has to stop.’174
Hopefully, it is now possible to identify an answer to the question. ‘Expression’ and 
‘embodiment’ are not synonymous. ‘Expression’, at root, remains too analytical in 
comparison with what ‘embodiment’ has to offer. It is ‘embodiment’, which, as the 
third and enclosing arm of the triangular model, can be said to grasp the hand of 
‘expression’ at one end and the free hand of ‘symbolic order’ at the other and, in 
embracing both, may inspire an enriched, holistic understanding. Reid concludes:
The achievement of creative embodiment and its enjoyment, just means that we 
are not attending to ‘form as such’, to ‘subject-matter as such’, for each are 
abstractions -  and abstractions are not the concern of aesthetic interest... We are 
attending to subject-matter transformed in form and become content. This is the 
moment of aesthetic achievement in which there is natural, unselfconscious, 
spontaneous absorption in the fullness of artistic meaning. We are not, painfully, 
cultivating the state of being aesthetic’: nor are we talking or thinking about 
‘expression’. And, although embodiment is in active operation, we are not, 
(thank goodness) talking about that either. The world, the thought, the subject- 
matter, what is being 'expressed’ -  all have been touched with the magic of art. 
All have suffered
...a sea change 
Into something rich and strange.
This is the ‘time to be silent’.175
172 Reid 1969: 84. Reid acknowledges that he is borrowing the word ‘emergent’ from Langer, but 
claims to take it ‘more seriously’ than she does’ since for him it is ‘about the best word we can g e t ... 
to illuminate aesthetics’.
173 Reid 1969: 75.
174 Reid 1969: 87.
175 Reid 1969: 88 -  89.
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If, then, the moment at which embodiment is revealed is a ‘time to be silent’, can it 
now be possible at all to indicate that this dimension might exist in the three textual 
centres under consideration in this thesis? In order to emphasise an earlier insistence 
on their not being a mandatory order to placement in the model, the author’s work 
will this time be considered first.
Il.iii: a) The Author/Artist
The author’s interest in the nature and quality of light can be traced back to youth but 
exactly how far back is impossible to judge accurately. A ‘reworking’ of memory, to 
call again upon Hacking’s term, allows that an early engagement with Turner’s 
Fighting Téméraire and Monet’s Nymphéas cannot be without some significance. 
Encounter much later in life, albeit unharnessed, with Byzantine art through the 
sparkling mosaics in Ravenna, with medieval textile and opus anglicanum, with the 
painting of numerous artists for whom light had a particular potency176, including 
Rothko, may also be said to have engraved its mark on the subliminal as can a keen 
interest in Romanesque and Gothic ecclesiastical architecture.177 A love of wide 
open spaces and the drama of mountain landscape can then added to this list of 
cultural engagements in order to give an impression of what contributes to the 
author/artist’s lived and felt experience of light. They are examples of experience 
which Dewey would say has, at times, a conscious intent, while at others, the 
experience is inchoate.178 The artist in this situation may be compared to Dewey’s 
image of a stone rolling down a hill:
176 Caravaggio, Vermeer, Rembrandt, Cézanne, Samuel Palmer, Joseph Wright, Klimt, Chagall.
177 Particularly the churches/cathedrals of Avallon, Vézelay, Chartres and Bourges.
178 Dewey 1934: 35.
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The stone starts from somewhere, and moves, as consistently as conditions 
permit, toward a place and state where it will be at rest -  toward an end. Let us 
add, by imagination, to these external facts, the ideas that it looks forward with 
desire to the final outcome; that it is interested in the things it meets on its way, 
conditions that accelerate and retard its movement with respect to their bearing 
on the end; that it acts and feels toward them according to the hindering or 
helping function it attributes to them; and that the final coming to rest is related 
to all that went before as the culmination of a continuous movement. Then the 
stone would have had an experience, and one with aesthetic quality.179
In the face of this, it can be argued that the cope Light Transformed and 
Transforming [Figs. 1 - 1 1 ]  represents a significant pause for reflection in the 
author’s journey of experience where that which has gone before -  the receiving -  
interacts with current experience and is assimilated into the energies of doing -  the 
expressing. Through the doing, something new out of no-thing is created which is 
derived from and indeed embodies that life experience. Using Van Gogh as an 
example of an artist ‘immersed in culture’ despite a stereotyped reputation as a 
‘solitary creator of an individual vision” , Abbs can be seen to make a contribution to 
this argument through his remark that ‘the artist is not an autist’. While he sees ‘the 
deep impulses of the self as the root of art making, he strongly believes that it is 
‘inextricably intertwined’ with culture for ‘identity without culture is a definition of 
autism.’180
There should be little doubt that, like the personal history, the cultural and 
environmental experiences of the author/artist played an influential role in the 
designing and making of the cope. Memories of shafts of light breaking from behind 
cumulus cloud mingled with memories of similar light effects in buildings -  light 
illuminating that which is often considered pedestrian, be it a clump of seedheads, a 
rock, a stone flag or a brick wall. If, as Cassirer said ‘man can do no more than to
179 Dewey 1934: 39.
180 Abbs 1989: 205.
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build up his own ... symbolic universe’ to enable understanding, interpretation and 
articulation of ideas,181 then it is these memories which synthesise with the artist’s 
experience of light effects through stained glass in St Mary’s Church, Putney (the 
site for the commission) to fire the impulse of the design idea.
As the design developed, the most pressing issue to be surmounted was not the 
drawing and colouring of flat, straight lines to indicate the force and direction of the 
light expressing, in Reid’s words, ‘some feeling that is there already’. The real 
struggle was in the bringing to birth in more permanent form the simultaneous 
harshness, softness, even virtuality of what the author/artist experienced in situ. In 
other words, the struggle was to re-present the ‘feeling-of-flickering-light-beams- 
piercing-glass’, to borrow Reid’s mode of expression. When, and only when the 
special qualities of fabrics and threads182 were introduced into the equation, did it 
appear that something approaching the phenomenal ‘feeling-of-flickering-light- 
falling-through-glass’ was being created. This is the crucial point at which the 
material body of the work becomes the medium. To emphasize what has already 
been noted from Reid earlier in this chapter, ‘Body and our incarnate experience of 
it, is essential to the aesthetic and the artistic.’183
While the description thus far in this section may be said to have come close to the 
‘artistic’ in its emphasis on the importance of corporeal material in fulfilling the 
design idea for Light Transformed and Transforming, there is still identifiable a 
shortfall in respect of the aesthetic. When seen modelled in neutral surroundings, 
and maybe on a static dummy, the vestment will show off its composition, form and
181 Cassirer 1944: 221. Quoted in Olney 1972: 8.
182 See under I.ii above in this chapter.
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its style. [Fig. 11] Such a viewing, however, does not take into account that a 
vestment is worn like a costume in the performance of a drama.184 In its whole 
conception, the cope is intended to be worn on a moving, human body in an 
ecclesiastical setting where it should react to and be in conversation with the specific 
qualities of place and time. Only when it is used in the context and atmosphere of 
the ‘theatre’ for which it is intended can there be said to be any whisper of what Reid 
calls ‘creative aesthetic embodiment’.
Even now, this is only part of the story. At the moment at which a piece of art, in 
this case the cope, is handed over to its new site, the artist, despite her misgivings,185 
has given as much as possible to that particular piece. For a time, the artist may give 
public presentations of a work, but the time comes when she has to withdraw and let 
the work be. This is the moment when the private becomes public. R G 
Collingwood makes a very appropriate analogy of this kind of situation with 
music186:
The artist, when he has made his tune ... may sing or play it aloud, or write it 
down, and thus make it possible for others to get into their heads the same thing 
which he has in his. But what is written or printed on music-paper is not the 
tune. It is only something which when studied intelligently will enable others ... 
to construct the tune for themselves in their own heads.187
It is at this moment of release that the horizon of meaning within the artwork is 
expanded and extended in ways that the artist may never have been able to forecast. 
The viewer, simply by being an other with a different fiction, brings to it a whole 
new world of experience which may or may not ‘ping’, like a sonar resonance with
183 Reid 1934: 78.
184 See this thesis, Chapter 5: 175f and Chapter 6: 191ff.
185 See this thesis, Chapter 6: sections under ‘Evaluation’.
186 See also M. Bowie 1993.
187 Collingwood 1938: 1 3 4 - 135.
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the experience of the artist embodied in the work.188 As installation artist Jaqueline 
Pennell pointed out, it is ‘the artist’s job to enable the average person to see’. She 
continues:
Viewers are not stuffed vegetables ... the artist should not be expected to do all 
the talking. The viewer engages in the conversation and becomes animated by 
it’.189
Moreover, as McFague says echoing Gombrich, the viewer ‘sees nothing with an 
innocent eye’.190
At the point of dedication when the cope was finally became public, it was exposed 
to a multiplicity of viewpoints and new perspectives all within the context of the 
church, but from exponents whose familiarity with the church varied widely. For 
one observer, the design was evocative of a rainbow, for another, it was pebbles in a 
sunlit pool, but for both these persons making observations on their own terms,191 
there was already recognition of aspects of their own worlds or indeed the potential 
for new ones embodied in the work. While Langer might see such literal judgement 
as the worst enemy of artistic judgement,192 such speculation about the mysteries of 
reflected and refracted light, provided that it is shared and developed,193 constitutes a 
valuable step in the discovery and growth of the emergent, autonomous self. 
Moreover, Eco proposes that the work of art itself stands to gain from the variety of 
differing responses:
188 Witkin 1974: 23.
189 Pennell in ‘Art market: Time for a Little Reflection’ in the Independent on Sunday, 1 September 
1996: 7 2 -7 3 .
190 McFague 1982: 55.
191 For reference to Ricoeur’s ‘naïve’ level, see this thesis, Chapter 3: 9 Iff.
192 Langer 1957a: 264.
193 For reference to Pattison (1998) on dialogue, see this thesis, Chapter 5: 171ff.
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The form of the work of art gains its aesthetic validity precisely in proportion to 
the number of different perspectives from which it can be viewed and 
understood. These give it a wealth of different resonances and echoes without 
impairing its original essence; a road traffic sign ... can be viewed in only one 
sense, and if it is transformed into some fantastic meaning by an imaginative 
driver, it merely ceases to be that particular traffic sign with that particular 
meaning. A work of art, therefore, is a complete and closed form in its 
uniqueness as a balanced organic whole, while at the same time constituting an 
open product194 on account of its susceptibility to countless different 
interpretations which do not impinge on its unadultarable specificity. Hence 
every reception of a work of art is both an interpretation and a performance of 
it, because in every reception the work takes on a fresh perspective of itself.195
Il.iii: b) Mark Rothko
Turning now to Rothko and the issue of embodiment in Untitled (Number 13) [Fig.
12], it seems that in the first instance, the concept of ‘experience’ is recalled, for, in 
1934, Rothko wrote that he conceived of painting as ‘a method of making a visible 
record of our experience, visual or imaginative, coloured by our own feelings and 
reaction and indicated with the same simplicity and directness as singing or 
speaking’.196
If this is so and painting can be conceived as ‘a visible record of our experience’, the 
question must be asked as to how it might be possible to translate this ‘experience’ 
into art? Dewey has this to say:
All conscious experience has of necessity some degree of imaginative quality. 
For while the roots of every experience are found in the interaction of a live 
creature with its environment, that experience becomes conscious, a matter of 
perception only when meanings enter it that are derived from prior experiences. 
Imagination is the only gateway through which these meanings can find their
194 It is interesting to note in the context of references to ‘performance’ in chapter 5 of this thesis, that 
Ricoeur also addresses the concept of the ‘open work’ but in reference to human action. In his paper 
‘The Model of the Text: Meaningful Action Considered as Text’ ( Social Research, vol 38, 1971: 529 
-  62), he writes: ‘like a text, human action is an open work, the meaning of which is “in suspense”. It 
is because it “opens up” new references and receives fresh relevance from them, that human deeds are 
also waiting for fresh interpretations that decide their meaning’.
195 Eco 1989: 3
196 Breslin 1993; 116.
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way into a present interaction; or rather ... the conscious adjustment of the new 
and the old is imagination, (original italics).197
Often, Dewey says, these meanings remain floating and aloof in reverie and dream, 
‘unanchored to any existence as [their] property’, but, he continues:
In every work of art ... these meanings are actually embodied in a material 
which thereby becomes the medium for their expression, (author’s italics)198
It was indeed meaning itself, where ‘any suggested resemblance(s) ... [to] external 
visual reality’199 were remarkable only for their complete absence in his mature 
period, that was for Rothko, the content, the subject matter at the core of his painting, 
anchored to existence in colour and paint, the physical product of the imagination 
which amounts to ‘that fusion in the mind of old meanings and new situation that 
transfigures both’.200
The product of Rothko’s imagination was a body of work devoid of ‘familiar 
generalities’,201 of all ‘obstacles between the painter and the idea and between the 
idea and the observer’.202 Untitled (Number 13) stands as example of Rothko’s work 
in the period post 1950 where two or three large, empty rectangles appear to play 
subtle, shifting games with each other and with the viewer, ‘sometimes softly 
enfolding, sometimes threatening to consume, always awesome and commanding’. 
Breslin feels they are like:
Living presences, as powerful, warm, and life-sustaining and silent as the sun,
Rothko’s new paintings were at once independent of, and yet closely identified 
with, their passionately self-assertive creator.203
197 Dewey 1934: 272.
198 Dewey 1934: 273.
199 Breslin 1993: 264.
200 Dewey 1934:275.
201 Breslin 1993: 300. From a letter written by Rothko to his friend Alfred Jenson, 17 June 1953.
202 Waldman 1978: 61.
203 Breslin 1993: 276.
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In the draft for an essay or talk on his relationship with Nietzsche’s Birth o f Tragedy, 
Rothko, according to Breslin, says that the artist ‘must find the extroverted image of 
the raw experience’, an image rendering that experience ‘endurable and more 
socially consumable’. Breslin continues, quoting Rothko:
The “question of form,” then, “while it involves image shape,” resolves itself 
into “the question of measure” (another favorite term of Rothko’s) -ie, “of how 
much can be revealed before the reality becomes unendurable.” Yet the artist 
must also avoid so distancing, taming, subduing, or domesticating this “reality” 
that the work is left “a hollow shell”. To this end, the artist must keep “the 
interval of time between the experience and its expression ... so short” that, like 
a “shriek or a spasm,” “it constitutes a reflex, and therefore a completion of the 
experience of which the pain was the inception”. The work, therefore, will be “a 
segment of the experience itself rather than a contemplated reflection about 
it”.204
In other words, as Rothko put it more succinctly in an article published in 1959, ‘a 
painting is not a picture of an experience, it is an experience.’205
Rothko, therefore, presents his viewer with a painting which he sees as an actual, 
physical ‘segment of experience’. From a rationalist point of view, however, there is 
still apparently no-thing, no immediately recognisable image with which to identify. 
How then can the viewer possibly perceive a work as anything other than a ‘hollow 
shell’? Rothko himself has the answer. In a recorded conversation with a friend in 
1953, he recalls the large, two-dimensional mural painting of ancient Greece which 
was, he said, ‘creating a new reality’. Comparing his work to the Greek model 
Rothko then says the secret of perception lies in the nature of the ‘surfaces’ of his 
paintings which ‘are expansive and push outward in all directions, or their surfaces 
contract and rush inward in all directions. Between these two poles you can find 
everything I want to say’.206
204 Breslin 1993: 358.
205 Breslin 1993: 625, note 80.
206 Breslin 1993: 301. Conversation transcribed by Alfred Jenson himself, 17 June 1953.
What Rothko appears to be saying is that meaning-embodied lies in the virtual space 
between the objective response to the corporeal aspect of his painting as medium and 
the subjective response of an uncanny sensing of movement in the surface of the 
paint. To borrow Witkin’s terminology, with echoes of Bullough, Bachelard and 
Bowie, this is the key area of intense oscillation and reverberation that fires the 
creative imagination to unlock fresh ideas.207
While it now appears that a locus for meaning embodied in Rothko has been 
established, the content of the same still remains elusive. For the viewer to have 
even the slightest brush with it can involve nothing short of a struggle.208 Yet, it is 
struggle which Breslin aptly suggests is the essence of Rothko’s work in the mature 
period:
[The paintings] create a fluid space that is between -  between the familiar, 
seemingly secure world of bounded objects, now left behind, and a mysterious 
new realm, ominously empty yet luminous. “The struggle is beyond painting, 
not with painting,” Rothko declared. But he didn’t paint the beyond; he painted 
the struggle -  as a difficult crossing into an unknown space where life appears on 
the verge of either a new start or disintegration (original italics).209
In his article The Romantics Were Prompted’, Rothko declared that the moment a 
painting is completed, ‘the intimacy between the creator and the created is ended’ 
and that at this point, the work becomes ‘a revelation, an unexpected and 
unprecedented resolution of and eternally familiar need’.210 Although Rothko is able 
it seems to be able to identify where, in his opinion, meaning-embodied lies, is he not 
also, it must be asked, pointing to the idea that responsibility for discovering 
meaning-embodied falls to the viewer? In fact, in a letter published in 1954 in the
207 Witkin 1974: 23.
208 See this thesis, Chapter 5: 176.
209 Breslin 1993: 327.
210 Breslin 1993: 239. Quotation from the article published in Possibilities, Winter, 1947 -  48.
84
Chicago Art Institute Quarterly, he actually declares a trust ‘in the psyche of the 
sensitive observer who is free of these conventions of understanding.’ He would, he 
says, ‘have no apprehension about the use he would make of these pictures for the 
needs of his own spirit. For if there is both need and spirit there is bound to be a real 
transaction.’211
To recall at this point Reid’s analogy of the ‘jagged line’ might help in coming to 
terms with the idea of embodiment from the point of view of the observer. A Parallel 
image in Rothko’s Untitled (Number 13) might be found, not in the red and white 
rectangles themselves, but rather in the softly smudged edges which blur distinction 
between background and image. It seems that these edges are the fulcrum, the point 
of tension between the ‘is’ and the ‘is not’ in the tussle for supremacy between 
saturated red, yellow and cloudy white. As attention is commanded and held by the 
forms and colours, the viewer might begin to respond with a ‘ feeling-of-drama- 
about-to-be-resolved’, even if never with ‘logical completeness’.212 With some 
subsequent but guarded acknowledgement from Rothko for acute insight as to the 
nature of ‘serenity-about-to-explode’, Herbert Crehan, in an essay entitled ‘Rothko’s 
Wall of Light’, wrote of the ‘feeling’ as ‘immanent radiance’, one which, in his eyes, 
could be compared to the light released by a nuclear explosion, ‘a light softer, more 
pacifying than the hues of a rainbow and yet detonated from some wrathful and 
diabolical depth’.213
If indeed the attentive and ‘sensitive’ viewer not only perceives the blurred edges but 
experiences within themselves a new poignancy as a result of those perceptions, then
211 Breslin 1992: 309. Publication dated 15 November 1954.
212 Langer 1957a: 259.
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Reid would say that the viewer is experiencing the emergence of new event, new 
experience, new meaning. This is the point at which creative aesthetic embodiment 
can be said to be being recognised and acknowledged.
Il.iii: c) Don Cupitt
In 1983, Peter Fuller, self-confessed atheist, wrote that he believed Rothko to be ‘the 
great master of. . .  ultimate radicalness’ in that ‘he turns us to the ground of our being 
where we may choose extinction or re-engagement with reality in a new way’.214 A 
return to the ‘ground of our being’ and ‘engagement with reality in a new way’ 
seems to be precisely that which is embodied in Cupitt’s Taking Leave o f God. In his 
campaign against ‘theological realism’ in the course of which he has ‘taken leave of 
the God of metaphysical theism’, Cupitt has proposed a ‘fully autonomous 
spirituality’215 which can only arise through the ‘power of self-knowledge and self­
transcendence ’ .216
In much the same way that Rothko presents the viewer with a painted canvas as 
‘text’, and the author presents the church with a textile sculpture in the form of a 
cope as ‘text’, Cupitt presents his reader with a text that is composed in print. Like 
the paint on the canvas and like the fabric and stitch, the words in the book are the 
means by which a testifiable existence can be given to the ideas in the mind of their 
creator. Yet, as with the viewer of the painting and the viewer of the cope, the reader 
of Taking Leave o f God is presented with no-thing, no realist image in the sense of 
the theologically realist, metaphysical deity with which to identify. Cupitt has
213 Breslin 1993: 356. From an article in Art Digest 29, 1 November 1954.
214 Abbs 1989: 137.
215 Cupitt 1980: 166.
216 Cupitt 1980: 88.
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indeed taken leave of the conventional, Christian, objective God/6Sky Father’, 
judgmental, omnipotent and omniscient.217 He proposes instead, that the concept of 
God is a human construct, most meaningfully understood as ‘a symbol that 
represents to us everything that spirituality requires of us and promises to us’.218 The 
example of God as set for example in the Biblical narrative is one to be engaged in, 
but at the same time, it must be recognised, says Cupitt that:
The advance of consciousness has compelled us to admit the mythological 
character of much of our own religious -  and also metaphysical - thinking. 
Metaphysical and religious belief systems are works of human art and the 
vehicles of cherished spiritual values and intuitions.219
The gauntlet is thrown down and Cupitt, like Rothko, can be said to put his trust in 
‘the psyche of the sensitive’ reader to use the book ‘for the needs of his own 
spirit’.220 The role of the author in this case, can therefore be said to be synonymous 
with that of Collingwood’s artist who, he concludes in The Principles o f Art:
Must prophesy not in the sense that he foretells things to come, but in the sense 
that he tells his audience, at the risk of their displeasure, the secrets of their own 
hearts. ... Art is the communities medicine for the worst disease of mind, the 
corruption of consciousness.221
If, in the study of Taking Leave o f God, the reader begins to make connections with 
the content of the text, or to feel ‘a new poignancy’ within -  that which Witkin refers 
to as reverberations and oscillations -  then consciousness is perhaps being
challenged. It can be said that embodied in the text is a key to a new and more life-
enhancing, life-affirming, religiousness and spirituality, even a new event or a new 
self. What is indeed potentially emergent is an interpretation which is, as McFague
217 Cupitt 1980: 4 7 -4 8 .
218 Cupitt 1980: 14.
219 Cupitt 1980: 1 6 6 - 167.
220 Breslin 1993: 309.
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describes it, ‘not the text alone, nor the intention of the speaker[writer], nor any 
interpretation prior to the present hearer[reader], but a new thing, which has been 
influenced by all the foregoing but not reducible to any of them’.222 [author’s italics]
This chapter has now illuminated the main aesthetic relations of symbolic order, 
expression and embodiment between the key figures of the model. In so doing, it can 
be said to have shown how, as Bowie believes, there is the potential for 
reverberations and resonances, for a ‘migration of meaning between art forms’, not 
least between those of an ‘obscure structural kinship’ to be found between works of 
different media such as the painting, textile and printed word as addressed above.
At this point in the thesis, the skeleton of the research model is set and the discourse 
opened, leaving the way clear for examination of the enigmatic area of ‘meaning’ at 
the model’s centre. The next chapter will therefore look to issue of ‘interpretation’ 
and in order to do so, will call upon the hermeneutical theory of the French 
philosopher, Paul Ricoeur.
221 Collingwood 1958: 336.
222 McFague 1982: 57.
3Threefold Mimesis1:
‘The Art of Discerning Discourse.’2
The current position in the thesis sees the skeletal framework of the research model 
set and the written discourse opened. (Chapter 1 : figs: i - iv) Here, the model exists 
to illuminate the prepositional content of the author’s ‘private experience’ as it is 
expressed or communicated in the ‘interlocutionary act’3 by means of written 
language into the public realm.4 As was indicated in the first chapter, written 
discourse is, for Ricoeur, not a secondary or, as Klemm puts it, a ‘defective form of 
spoken discourse’5 but in fact, its full manifestation - its ‘destination’.6
By drawing attention to what he considers as the importance of text and textual 
understanding - to the study of language and ‘the space of openness’ that this can be 
said to expose - Ricoeur is also emphasising the human element of usage. This idea 
he shares with Heidegger who believes that ‘Language is the house of being’, with 
Wittgenstein who believed that the limits of one’s language are the limit’s of one’s 
world7 and with Cupitt who believes that nothing, not even the aroma of coffee, can
1 Ricoeur (1980), ‘Mimesis and Representation’ in Valdes (ed) 1991:137 -  155.
2 Ricoeur in ‘the Hermeneutical Function of Distanciation’, Philosophy Today, vol 17, no 2/4,
Summer 1973.
3 Ricoeur 1976: 14.
4 Klemm 1983: 74ff.
5 Klemm 1983: 80.
6 Ricoeur 1976: 27.
7 Wittgenstein 1971: 115, section 5.6. Quoted in McFague 1982: 8.
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come spontaneously to mind ‘until language has fixed and formed it ... Until it is 
named it has no definite identity.’8 Such a theory can be seen also as equally 
significant in the arts, for as David Best writes:
It is assumed that human beings had thoughts -  ‘privately held conceptions’ -  
prior to language and that they invented language subsequently in order to share 
these thoughts with others. But this is entirely the wrong way round. I cannot 
have thoughts of the relevant kind privately, unless there is already a medium 
(e.g. a language, an art form) in which I can formulate or express those thoughts. 
It makes no sense to suppose that such thoughts could ever exist if there were not 
already the medium of formulation, (original italics)’9
In what way and by what structure, then, does Ricoeur develop his interpretation 
theory? Having established that the structure of the ‘text’ is what provides ‘clues for 
the disclosure of the meaning’ and at the same time ensures its long-term survival,10 
how does Ricoeur furnish his reader with a theory by which to identify ‘meaning’ 
with its twofold categories of ‘sense’, (the ‘what’) and ‘reference’, (the ‘about 
what’)?11
He does this by unfolding three initially distinct, but ultimately inter-reliable levels 
of interpretation of understanding which are named by Klemm12 as: 
the naïve level; 
the critical level; 
the reflexive level.
According to Ricoeur, the first, naïve level occurs as the ‘reader’ creates in the 
imagination, a literary world as it appears in the text, the reading of which constitutes
8 Cupitt 1995a: 43.
9 Best, D, ‘Feeling and Reason in the Arts: The Rationality of Feeling’ in Abbs 1989: 8.
10 Klemm 1983: 84.
11 Ricoeur 1976: 19. Ricoeur on this point, acknowledges his debt to Frege, ‘On sense and 
Reference’, in Geach & Black 1970: 56 -  78.
12 Klemm 1983: 92ff. Ricoeur 1976: 74 ff.
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‘a naïve grasping of the meaning of the text as a whole’.13 The creator of the text is 
now absent, no longer available for questioning, and no longer able to ‘rescue’14 his 
work. The original intentions are, in most circumstances, no longer within reach and 
the text, says Ricoeur, is ‘mute’. Therefore, the only possible way open to meaning 
at this stage is through the act of guessing:
The text is like a musical score and the reader like the orchestra conductor who 
obeys the instructions of the notation. Consequently, to understand is not merely 
to repeat the speech event in a similar event, it is to generate a new event 
beginning from the text in which the initial event has been objectified.15
Or, as T S Eliot puts it the more poetic mode:
........................................................... you are the music
While the music lasts. These are the only hints and guesses,
Hints followed by guesses; and the rest
Is prayer, observance, discipline, thought and action.
The hint half guessed, the gift half understood, is Incarnation.16
This is the stage at which the reader/viewer makes an initial gleaning of a text, 
scanning and musing upon the surface of its literal content and poetic potential in 
search of apparent meaning. This is not a reading of ‘empirical verification’. It is 
much more one of ‘a logic of probability ... one that makes sense of the greatest 
number of details as they fit into a whole’.17 Here, response is a kind of gut reaction, 
and initial feeling response -  like, dislike, maybe indifference; a point of ‘touch’ or 
indeed ‘not touch’. This is the opening stage of interaction/intertextuality between 
the reader and the read,18 the viewer and the viewed. It is the point of encounter with
13 Ricoeur 1976: 74.
14 Ricoeur acknowledges his borrowing of this image from Plato. Ricoeur 1976: 40.
15 Ricoeur 1976: 75.
16 Eliot 1968: 42.
17 Klemm 1983: 93.
18 David Jasper, in his essay ‘What, then, is Reading the Bible’ (1995: 5) published in Gearon 
1999:13. Here, Jasper is proposing that the difference between ‘text’ and ‘reading’ be distinguished. 
Rather than searching obediently through a text to find some pre-established meaning, he sees the
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text where, as David Jasper believes, ‘reading becomes an opportunity for human 
expression and self-knowledge in a dialogue with the text' thereby allowing reading 
‘to become an arena for ethical and social reconstruction, for self-construction in an 
age which has notoriously lost its sense of the self and subject, and that honesty 
which is perhaps the beginning of a recovery of the sacred in and as part of our 
lives.’19 This mirrors Ricoeur’s own desire to maximise the role of the reader in 
relation to self-knowledge and understanding of a text, though Ricoeur refines the 
conception beyond the scope of Jasper’s.20
With regard to the terms of what the creator of the work intended,21 if anything, 
Ricoeur acknowledges the possibility and even unavoidability of misunderstandings, 
but, he says:
The problem of the correct understanding can no longer be solved by a simple 
return to the alleged situation of the author. The concept of guess has no other 
origin. To construe the meaning as the verbal meaning of the text is to make a 
guess.22
By way of supporting his theory, Ricoeur then refers in a footnote to E D Hirsch 
who, he believes, writes very ‘convincingly’ on the same point:
The act of understanding is at first a genial (or mistaken) guess and there are no 
methods for making guesses, no rules for generating insights. The 
methodological activity of interpretation commences when we begin to test and 
criticise our guesses.23
‘activity of reading’ as an opportune time for engaging in the more difficult, even more threatening 
subjective activity of self-reflection. He countermands potential accusations of depriving text of ‘a 
stable sense of meaning’ by saying that such reading provokes ‘a healthy refection on the contexts, 
both personal and communal, in which meaning is developed’ since ‘we have the begin to think as we 
read.’ [original italics] such reading, Jasper goes on to say (p 7) offers the chance of ‘real critical 
thought’.
19 Jasper 1995: 8 & 12.
20 Ricoeur (1985), ‘Between the Text and Its Readers’ in Valdes 1991: 398 -  414.
21 Ricoeur 1976: 76.
22 Ricoeur 1976: 76.
23 Ricoeur 1976: 76 & 99, Essay IV note 2. Quotation from Hirsch 1967: 203.
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How then might this ‘naïve’ stage in the process of understanding be related to the 
three textual centres of this thesis as shown in the model? It seems that this guessing 
stage might be perceived as that which inspires responses such as ‘it looks like 
or ‘it makes me feel like or ‘it makes me think o f I n  more colloquial terms, 
it could be said even to be the moment of the ‘wow!’ or the ‘ugh!’ or ‘Oh’s’ and 
‘Ah’s’ or even silence.24 It is the moment at which the viewer sees Untitled (Number
13) as maybe, a fiery landscape [Fig. 12], or the cope design Light Transformed and 
Transforming as rainbow or light falling on pebbles in a pool.25 [Figs. 1, 2, & 7] It 
is the moment at which the reader of Taking Leave o f God feels pangs of empathy or 
alarm or both with Cupitt’s absolute dismissal of objective theism. It is the moment 
at which the reader/viewer acknowledges albeit subconsciously, the ‘literal non­
sense of fiction, which, none-the-less works on the reader to build a tangible world in 
the imagination, that is the “world of the text”.’26 From the ‘serious interaction with 
a text’ emerges what McFague, borrowing from Gadamer,27 calls a ‘merging of 
“horizons” of the reader and the text’. She continues:
The perspectives of each fuse and a new interpretation comes about, for, as he 
[Gadamer] insists, “we understand in a different way, if we are to understand at 
all”. In other words, the interpretation that results from this process is not the 
text alone, not the intention of the speaker, not any interpretation prior to the 
present hearer, but a new thing which has been influenced by all of the foregoing 
but is not reducible to any of them.28
Two points now need to be clarified. First, the phrase ‘literal non-sense’ refers to 
that which the object ‘is not’. For example, Rothko’s painting is not a landscape, but
24 Domisch, ‘Symbolic systems and the Interpretation of Scripture: An Introduction to the Work of 
Paul Ricoeur’ mSemeia 4, 1975: 14.
25 For equivalent early responses to the set of vestments in the portfolio designed for St Mary’s 
Church, Putney, see this thesis, Chapters 5: 181 & Chapter 6: sections under Evaluation.
26 Klemm 1983: 98.
27 Gadamer1982: 264. Quoted in McFague 1982: 57.
28 McFague 1982: 57.
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paint on canvas. The author/artist's cope is neither Tight’ nor ‘pebbles’ nor 
‘rainbow’, but fabric and thread. Cupitt’s God is nothing but a word inscribed on 
paper. It is a role of the imagination to make the leap between what for Ricoeur’s 
Rule o f Metaphor is the identity and difference in the interplay of resemblance.29 At 
the site of interplay or in the ‘between’ is the tension, a tension between the ‘is’ and 
the ‘is not’30 which is potentially the point of ‘take off, the point of emergence of a 
new idea.
The second point needing some clarification is what Ricoeur means by ‘world of the 
text’? In the first instance, it is a notion that he accredits to Heidegger31 for whom, 
he believes, ‘the moment of understanding responds dialectically to being-in-a- 
situation, as the projection of our ownmost possibilities in those situations where we 
find ourselves.’ To illustrate the idea that encounter with ‘text’ extends the 
situational aspect of human life, Ricoeur makes reference to what he calls the ‘Greek 
“world”’. In this phrase, he is alluding, he says, not to the situational aspect of those 
who lived there, but to the ‘nonsituational references displayed by the descriptive 
accounts of reality’.32
What Ricoeur is seeking to do, is to take Heidegger’s idea and transpose it for text so 
that ‘what is to be interpreted in a text is a proposed world, a world that I might 
inhabit and wherein I might project my ownmost possibilities.’ He calls this ‘the 
world of the text, the world properly belonging to this unique text’.33 Ricoeur also 
includes in his concept of ‘world of the text’ what he describes as the ‘open or covert
29 Ricoeur 1986: 7 «& 248.
30 Ricoeur, 1986: 248.
31 Heidegger 1962.
32 Ricoeur 1976: 36.
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strategy’ of the form or mode that the text takes - that is to say whether ‘text’ is 
literature or, by extension, painting or sculpture whereby the medium (writing, paint, 
clay etc) becomes the channel for non-descriptive expression in a work. It is at this 
point, however, as with the first of these two clarifications above, that the issue of the 
metaphorical ‘as i f  begins to arise and, therefore, to trespass on the next chapter 
where metaphor as a crucial aspect of the ‘reflexive level’ will be addressed in more 
detail. The issue under examination here has been the ^re-reflexive, initial 
engagement with a ‘text’, a stage described by Ricoeur as ‘naïve’ since it is neither 
based on mediation nor on any prescribed form of structural analysis, since there is 
an absence of critical distance.
Turning now to the second stage of Ricoeur’s interpretation theory, the critical 
level,34 the question to be addressed is ‘How is this so?’ This is a juncture at which it 
can be said that there is an hiatus in the guessing - that ‘immediacy of response 
typical of the naïve understanding’ - as the ‘self-evidence of meanings discovered 
there’ becomes dislodged.35
In order to answer this question ‘How?’, Ricoeur believes that the reader/viewer 
subjects the ‘text’ to a critical analysis of the formal relationships within it, thereby 
attempting to unveil the ‘text’s’ plurivocity. He writes:
Textual plurivocity is typical of complex works of discourse and opens them to a 
plurality of constructions. The relation between whole and parts -  as in a work 
of art or an animal -  requires a specific kind of “judgement” which Kant has 
given in the Critique o f Judgement. Concretely, the whole appears as a hierarchy 
of topics, of primary and subordinate topics that are not, so to speak, at the same 
altitude, so as to giver the text a stereoscopic structure. The reconstruction of
33 Ricoeur in ‘The Hermeneutical Function of Distanciation’, 1973: 140.
34 For Cupitt in The World to Come (1982: 136 & 143) the only way forward to a non-egocentric, 
‘pure, undifferentiated and objectless awareness’ is to follow the path of critical thinking which he 
sees as the only ‘truth’ with everything else as ‘the product of power, fashion, custom and choice.’
35 Klemm 1983: 106.
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the text’s architecture, therefore, takes the form of a circular process, in the 
sense that the presupposition of a certain kind of whole is implied in the 
recognition of the parts. And reciprocally, it is in construing the details that we 
construe the whole.36
The structure of the text -  the generic composition, genre and style -  is that which 
designates the text as unique.37 This structure is isolated from any referential power 
so that close, objective examination may take place in the manner of the previous 
chapter, where Rothko’s painting Untitled (Number 13) [Fig. 12], Cupitt’s book 
Taking Leave o f God, and the author/artist’s cope Light Transformed and 
Transforming [Figs. 1-11]  were examined according to these same categories. [A 
similar, but more detailed analysis of the creative process involved in the 
commission for St Mary’s Church, Putney [Figs. 25 - 75] will also be undertaken in 
Chapter 6 where the author/artist tries to place herself in the objective position of the 
reader/viewer.] By concentrating on a critical analysis of a text, the reader/viewer 
may be said to subject the initial understanding based on guesswork to validation of 
sense through explanation. Yet, even now, as Ricoeur says, ‘this localisation and 
individualisation of the unique text is also a guess’38 since it is likely that some of a 
text’s meaning will be embodied in the text’s metaphoric code.
With regard to the validation of guesses, Ricoeur favours ‘the logic of subjective 
probability’ over against that of ‘empirical verification’.39 For him, showing a 
sceptical interpretation is ‘more probable in the light of what we know’ and different 
to showing that a conclusion is dogmatically true. Such validation, he says, may be 
likened to ‘an argumentative discipline’ typical of ‘the juridical procedures used in
36 Ricoeur 1976: 77.
37 Ricoeur 1976: 77.
38 Ricoeur 1976: 77.
39 Ricoeur 1976: 78.
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legal interpretation’ where there exists ‘a logic of uncertainty and of qualitative 
probability’.40
The third stage of Ricoeur’s interpretation theory, the reflexive level, is both complex 
and sophisticated. In undergoing the first and second stages, the reader may be said 
to have gradually become attuned to the text and its world, that is to its literal, 
figurative and metaphorical contexts. Thus, from a new position of understanding 
meaning in a ‘text’, the reader may be said to have acquired an ability to stand in 
what might be termed the oscillating ‘between’41. This is a position for comparing 
and contrasting the naïve and critical levels and from this position there arises, it can 
be said, the opportunity in the reflexive mode for new and significantly distanced, 
abstracted meaning to emerge. As Klemm puts it, the “I” of the reader/viewer has 
now become the finite ‘floating subject’42 which is existentially free and open to 
‘deeper possibility’ where:
The “I”, the hidden and elusive self of self-consciousness, can find itself 
represented and displayed in the self-world relations presented in a text. The “I” 
is free to judge ... whether that self-understanding is one for me in the sense that 
the text-world presented there provides a context of meaning in which “I” can be 
the one “I” really am. The deeper possibility of hermeneutics, in other words, is 
that of self-discovery through texts.43
This hermeneutical position offering ‘deeper possibility’ for the autonomous 
reader/viewer, lends itself to certain correspondence with the writing of other authors 
influential to the unfolding of this aesthetic aspect of this thesis. Indeed it appears to 
locate a metaphorical ‘home’ for Dewey’s concept of the imagination as the sole
40 Ricoeur 1976: 79.
41 Witkin 1976. See also the model in Chapter 2 of this thesis, fig.iv, where the hatched vertical lines 
represent oscillations between the key figures.
42 Klemm 1983: 107
43 Klemm 1983: 108.
97
outlet for meaning to escape into ‘present interaction’;44 likewise for Collingwood’s 
concept of ‘tune’ as something intangible and construcable only in the mind45 and for 
Reid’s ‘moment of aesthetic achievement ... natural, unself-conscious, spontaneous 
absorption in the fullness of artistic meaning’46 all of which have been addressed in 
the preceding chapter of this thesis. Moreover, it seems equally possible to identify 
yet another correlation with Rothko’s ‘moment of real transaction’ in the psyche of 
the sensitive observer’.47 Yet further still, there appears to be a correlation with 
Cupitt’s ethical understanding of ‘disinterestedness’ where ‘the individual’s spiritual 
autonomy’ supersedes any sense of what he terms the ‘egoistic and tribalistic’. This 
is the stage at which the “I”, for Cupitt, becomes attuned to :
A non-domineering and non-manipulative kind of love, agape. If love can 
become disinterested then it will be possible to reconcile love with the other’s 
freedom. We will live in a way that is not oppressively jealous and demanding 
but which actually liberates the other, making the other more autonomous and 
not less (original italics).48
With regard to the author/artist’s own portfolio, forecasting a leaping-off point for 
the reflexive subject is complex in that it straddles the worlds of both art and 
theology. It is hoped that the artistic form of the vestments might open up the 
possibility for a pursuit of meaning as outlined above, leading some viewers at least, 
towards a disinterested state akin to Rothko’s ‘moment of real transaction’. Since, 
however, the designs are not based on conventional, visual symbolism, and since 
they are only of use within a sacred context, they also offer opportunity for the kind 
of free, autonomous, disinterested response of the kind towards which Cupitt is 
driving in his reconstruction of the concept of God.
44 Dewey 1958: 272.
45 Collingwood 1958: 134-135.
46 Reid 1963: 88.
47 Breslin 1993: 309.
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That which the perceptive reader/viewer is looking to attain through Ricoeur’s levels 
of interpretation concerns the non-ostensive reference within a new world opened up 
by the text49 and one independent of the text’s original creator. This, however, does 
not conclude the hermeutical process for Ricoeur. His ‘cornerstone’50 rests not in 
merely accessing meaning as it is disclosed by a text, but in grasping that meaning 
and making it one’s own. The name that Ricoeur gives to this final stage in the 
hermeneutical process is that of ‘appropriation’ and such is its importance to this 
thesis, that, like the issue of metaphor in Chapter 4, it will be investigated separately 
in Chapter 5.
48 Cupitt 1980: 119.
49 Ricoeur 1976: 94.
50 Ricoeur 1976: 93.
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4‘The Touchstone.’1
Metaphor as an Approach to Design for 
Ecclesiastical Vestments
In the previous chapter it was stated that the issue of metaphor is considered crucial to 
the understanding of the potential meaning of texts. The term ‘meaning’ is taken in the 
sense of Ricoeur’s ‘noetic’ and ‘noematic’ modes where the term ‘noetic’ concerns 
‘meaning’ as intended by the ‘utterer’ and the term ‘noematic’ concerns the significance 
or sense-import as embodied in the text.2 This significance or sense-import is, in terms 
of written discourse, what a sentence means by the way in which ‘the conjuncture 
between the identification function and the predicative function yields.’3 Langer, for her 
part, expresses ‘meaning’ rather differently. She considers meaning to be ‘the 
consummation o f ... symbolic relationship’, preferring to think of significance in music 
at least as ‘vital import’ instead of meaning. She uses the term ‘vital’ not as a vague 
laudatory term but as a qualifying adjective restricting the relevance of import to the 
dynamism of subjective experience’.4
1 Ricoeur 1976: 45.
2 Ricoeur 1976: 12.
3 Ricoeur 1976: 12.
4 Langer 1953:31-32.
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Before now expanding on metaphor and its contribution to the apprehension of meaning 
embodied,5 significance, or vital import,6 it is necessary to remember how, as was 
indicated in Chapter 2, Ricoeur’s underlying argument about the nature of text through 
his use of the word ‘inscription’ seems to allow inclusion in the category of works of 
artistically creative form.
For Ricoeur, metaphor is at the cusp of explanation and understanding where, in the first 
instance, it contributes to the ‘explication’ or unfolding of the range of propositions and 
meanings and in the second, to the comprehension as a whole of ‘the chain of partial 
meanings in one act of synthesis’.7 Moreover, Ricoeur believes there is a fundamental 
similarity between the three hermeneutical levels (i.e. naïve, critical and reflexive) for 
understanding text and the issue of understanding metaphor,8 though, as he says:
The issue is no longer the form of metaphor as a word-focused figure of speech, not 
even just the sense of metaphor as a founding of a new semantic pertinence, but the 
reference of the metaphorical statement as the power to ‘redescribe ’ reality. The 
most fundamental support of this transition from semantics to hermeneutics is to be 
found in the connection in all discourse between sense, which is its internal 
origination, and reference, which is its power to refer to a reality outside of language. 
Accordingly, metaphor presents itself as a strategy of discourse that, while 
preserving and developing the creative power of language, preserves and develops 
the heuristic power wielded by fiction, (original italics)9
5 Reid 1986: 62. Reid writes: ‘that we can interpret meaning in works of art only by imaginative holistic 
intuitive entry into their phenomenal “life”; this is to say that, in an important sense, a work of art ‘means 
itself. I epitomize this by saying that the meaning of a (phenomenal) work of art is ‘meaning embodied’.
6 Langer 1953: 4 5 -6 8 .
7 Ricoeur 1976: 72. .
8 Pellauer, D , ‘The Significance of the Text in Paul Ricoeur’s Hermeneutical Theory’, in Reagan 1979: 
98.
9 Ricoeur 1978: 6. The power of metaphor to ‘redescribe’ is a key issue for Ricoeur and becomes more so. 
In replying to a critique of his theory by Kaelin (Hahn 1995: 256 - 258), Ricoeur acknowledges that he 
underestimated the reader’s contribution in Rule o f Metaphor (1978) where, he decides, ‘the power of 
redescription was attributed solely to the energy of metaphorical transfer’. Ricoeur then continues: ‘But if 
we take as our guide the idea of the world o f the text, projected before us by the text itself, [to be 
addressed in chapter 5 of this thesis] we can ask if there is not a reason to acknowledge a vaster idea of 
metaphoricity itself, and hence of the pleasure attached to it. Cannot the refiguration of the world of the 
reader be considered a metaphorization, in the broader sense of the term, of the reader’s entire experience? 
(original italics).’ Furthermore, in ‘Intellectual Autobiography’ (Hahn (ed), 1995: 47) Ricoeur writes that
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As G E R Lloyd notes, looking first at the etymology, the word ‘metaphor’ derives from 
the Greek metaphora which is in turn from the verb metapherein meaning ‘to transfer’, 
and varies in the range of value.10 Implicit in the translation is a dynamic process giving 
rise to the dictionary definition of ‘metaphor’ as ‘a figure of speech in which a word or 
phrase is applied to an object or action to which it is not literally applicable’.11 To quote 
an example used by Mary Hesse, the noun ‘point’ as a physical ‘point’, being the 
‘tapered, sharp end of a tool, weapon or other object,’12 perhaps a pin, pencil or dagger, 
may also be used ‘to denote a quality of an argument or a joke’ where the point of the 
pin, pencil or dagger and the point of an argument can be said to share the same 
physiological effects.13 In this same context of physiology, Franklin Rogers, in his 
study of form and metaphor in Painting and Poetry, shows through observations on 
Mark Twain14 and on Roger Sperry’s understanding of the ‘functional asymmetry of the 
brain’15 how:
The neurophysical evidence, as it bears upon the use of language and the perception 
and re-creation of the visuo-spatial, permitted the bridging of the gap between 
painting and poetry insofar as the question of form is concerned and led to a 
redefinition of verbal metaphors as a phenomenon parallel to, indeed identical with, 
the visual metaphors of the pictorial arts.16
for him, ‘refiguration’ constitutes ‘an active reorganization of our being-in-the-world, performed by the 
reader following the invitation of the text, citing Proust... to become the reader of oneself.’
10 Schaldenbrand, M, ‘Metaphoric Imagination: Kinship through Conflict’ in Reagan 1979: 66.
11 G E R Lloydl991.
12 The New Oxford Dictionary of English, 1998.
13 Arbib & Hesse 1986: 150.
14 Rogers 1985: 10.
15 Sperry, Roger W, ‘Cerebral Organization and Behaviour’. Science, 133, June 1961: 1749 -  1757.
16 Rogers 1985: 10. McFague (1982: 36) also makes reference to physiological research via Koestler’s 
The Act o f Creation (New York: Macmillan,1964: 119 -  121) which she says , ‘gives hundreds of 
examples of the “bisociative” ability of the human mind which, if freed from conventional matrices, 
“sees” new similarities formerly blocked. She quotes several of Koestler’s examples of which one 
(Koestler, 1964: 199 -  200) is how Pasteur identified the analogy between a spoiled culture and a cowpox 
vaccine. McFague continues: ‘ as Koestler notes, seeing the similarity that has not been seen before in
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A metaphor cannot, however, if it is a semantic innovation, be ‘explicated through 
simple substitution or translation if it is a live metaphor.’ 17 Metaphor, as Pellauer says 
following Ricoeur, ‘must be construed in such a way that the metaphorical twist is both 
an event of discourse and of meaning’ by which he means that new meaning will be 
emergent.18 When metaphor is used, it brings to a text an extension of meaning beyond 
the literal. That surplus of meaning is, for Ricoeur, a contribution to the text’s semantics 
but not as an excess of meaning definable as non-cognitive and emotional. On the 
contrary, metaphor is considered as ‘the touchstone of the cognitive value of literary 
works’.19
Gombrich, it seems, would agree with this. For him, the language in which literary 
works are inscribed is more than simply a way of labelling a possibly infinite number of 
entities and experiences in the ‘external and inner worlds of man’. Because language is 
finite in the number of words of which it can consist, it has to articulate creatively ‘in 
order to perform its vital functions’. He writes:
[Language] would soon come to the end of its resources if the mind were not able to 
create categories, to parcel out this elusive world of ours into convenient packages to 
which more or less permanent labels can be attached at will. Traditional terminology 
calls the more permanent ones “universals”, the more movable ones “metaphors”.20
Gombrich goes on to expand on what can come to light only through a synthesis of 
Ricoeur’s ideas, that being his perception of art (with nature) as ‘among the richest
two previously unrelated matrices of thought is the essence of discovery -  and this is metaphor in its most 
obvious and brilliant form’. (McFague, 1982: 36)
17 Pellauer in Reagan 1979: 111.
18 Pellauer in Reagan 1979: 111. See also Ricoeur, ‘Creativity in Language’ in Philosophy Today, 17 
Summer 1973: 107.
19 Ricoeur 1976: 45.
20 Gombrich 1981:7.
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sources of metaphor’.21 Without such creative articulations and their stimulating 
interpretation, Gombrich believes, the needs of the mind will be subject to atrophy.22
To return, however, to how metaphor is used, it is important to note that academic 
presuppositions about metaphor are, none-the-less, most usually associated with 
theoretically suffused literary contexts. Metaphor is essentially a complex figure of 
speech23 about which debate has persisted since Aristotle,24 but it is not in the purpose of 
this research to examine the nature of all the typical arguments that followed. While it is 
acknowledged that metaphor has been perceived variously as rhetorically ornamental,25 
or deceitful,26 it is the intention here to adopt a more positive approach, as set out by 
Jonathan Culler,27 in the tradition of I. A. Richards (1936), Max Black (1962) and 
Ricoeur (1978). Culler believes metaphor to be the ‘figure of all figures’, the ‘figure par 
excellence through which the writer can display creativity and authenticity: his 
metaphors are read as artistic inventions grounded in relations in the world (original 
italics).’28
21 Gombrich 1981:7.
22 Gombrich 1981: 20.
23 For a theory of complex interrelations and connections known as ‘gauge theory’, see M Atiyah 1990.
24 Halliwell 1986: Chapter 21.
25 Ricoeur (1976:48) writes, ‘The ancient rhetoricians generally [believed] that it was the purpose of a 
figure either to fill a semantic lacuna in the lexical code or to ornament discourse to make it more 
pleasing’.
26 Thomas Hobbes says m Leviathan (1962: 34. Original text 1652): ‘when we use words metaphorically 
... in senses other than they were ordained for ... [we] thereby deceive others.’ Also, John Locke in his 
Essay Concerning Human Understanding (1894, vol II: 146 -  147) writes: ‘if we speak of things as they 
are, we must allow that all the art of rhetoric, besides order and clearness; all the artificial and figurative 
application of words eloquences hath invented, are for nothing else but to insinuate wrong ideas, move 
passions, and thereby mislead the judgement; and so indeed are perfect cheats: and therefore ... wholly to 
be avoided.’ Quoted in Soskice 1985: 12 - 13.
27 Culler 1981.
28 Culler 1989: 191.
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The author’s research however is not strictly literary based since it interacts with artistic 
visual images as metaphors the artist creates; hence the importance of Gombrich’s 
statement quoted above. The question arises therefore as to how it is possible for 
metaphor to extend into a realm wider than the purely linguistic, in this particular case of 
visual metaphors. Although discussion on this matter is extended below,29 it is worth 
noting here Philibert’s remark: ‘Every icon is a graph that remodels reality at a higher 
level of realism. To nullify perception is the condition to increase our vision’.30
Evidence showing support for a claim that metaphor may be appealed to from outside of 
the solely literary sphere can be found with Trevor Barnes and James Duncan who, for 
instance, set out to explore metaphor in the representation of landscape.31 Taking a 
concept of metaphor beyond Ricoeur,32 they point out that metaphor has been explored 
in the disciplines of physics, anthropology, economics and human geography. In 
promoting their understanding of metaphor as ‘a bridge33 for understanding the 
development and formulation of theory’, they quote from J Buttimer in whose opinion 
metaphor, as related to human geography, ‘touches a deep level of understanding ..., for 
it points to the process of learning and discovery -  to those analogical leaps from the 
familiar to the unfamiliar which rally imagination and emotion as well as intellect.’34 It 
is possible to detect here an echo of Gombrich and also of Langer. Langer refers to art
29 See this chapter, p 110.
30 Philibert, ‘Ricoeur as the Singer of Ruins’ in Hahn 1995: 133.
31 Barnes & Duncan 1992.
32 In Ricoeur (1976: 45), Ricoeur limits his argument concerning a certain range of metaphor function 
where in such science ‘significations are to be taken literally’ in contrast with works of literature.
33 Reid (1969: 19 -  20) talks of symbols and words in terms of a ‘bridge’ to wider meaning and 
interpretation. For his symbols are ‘in the first place ... necessary instruments of human knowledge of the 
world. They are bridges ... Again words are bridges to understanding in common sense or science.’
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as ‘a developed metaphor, a non-discursive symbol that articulates what is verbally 
ineffable’35 where the verbally ineffable might be for instance, ‘the crescendo of the 
nightingale’s song’ or ‘the warm colour of the flesh’. When, she believes, this 
‘significant aspect’ is ‘indirectly rendered by a device that abstracts only its significance 
without copying it directly, that is when it is transformed into properties of words or of 
marble, its artistic value shines forth like the intuitively perceived meaning of a 
metaphor in language.’36 Metaphor, she believes, ‘is our most striking evidence of 
abstractive seeing (original italics)’37 since it embodies a new conception for ‘direct 
imaginative grasp.38
For his part in the scenario of metaphor, Reid, while not strictly using the term 
‘metaphor’, echoes Langer. He imposes on art the same attributes applicable to 
metaphor, in respect of its being able to embody and generate new vision. Art, he says:
is much more than carrying out a plan.39 It is in fact the discovery of a new 
dimension of being, a new dimension that can only come into being through creative 
manipulation of a material medium -  words, paint clay ... tones, melody, rhythm, 
actions, gestures and other bodily movements. ... The artist shapes and forms these 
with the hopeful purpose that he may achieve this discovery through making a final 
material form which (as far as possible) satisfies him as being, for his imaginative 
mind, in its very perceived form charged with meaning.40
34 Buttimer, A, ‘Musing on Helicon; root metaphors and geography’ from Geographiska Annoter, 64B: 89 
-  96 in Barnes & Duncan (1992: 10).
35 Langer, ‘Expressiveness’ in Pappas 1970: 175.
36 Langer 1957b: 106.
37 Langer 1957a: 141.
38 Langer 1957b: 23.
39 In his article ‘The Romantics were Prompted’, {Possibilities I, Winter 1947/8: 84) Rothko wrote 
concerning the development of his paintings from original sketches: ‘Neither the action nor the actors can 
be anticipated, or described in advance. They begin as an unknown adventure in an unknown space ... 
Ideas and plans that existed in the mind at the start were simply the doorway through which one left the 
world in which they occur’. Quoted in Clearwater 1984: 30.
40 Reid 1969: 77.
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In the more recent past, American art critic Arthur Danto,41 and the philosopher of art 
Richard Wollheim42 have both explored the idea of visual metaphor in terms of the 
understanding of pictorial representation.43 Abbs meanwhile, following in the footsteps 
of Langer and Reid, has also written of the power of art to generate ‘new meaning and 
new possibilities’:
Art not only reflects, it also has the power to create, to make new, to make different, 
to extend, in radical ways, both perception and its artistic grammar (original 
italics).44
Of these approaches, it is interesting to note that Wollheim’s ideas go somewhat beyond 
those of Ricoeur followed so far in that he finds the concept of metaphor as ‘seeing-as’45 
as inadequate and prefers the nonetheless closely related phenomenon of ‘seeing-in’.46 
Wollheim’s formula for this subtle change in seeing shifts from seeing ‘x (= the medium 
or representation) as y  (= the object, or what is represented)’, to ‘a matter of seeing y  in 
x ’ where the values of the variables are the same.47 In other words, as Wollheim 
summarises later:
Seeing-as shows itself to be, fundamentally, a form of visual interest in or curiosity 
about an object present to the senses
whereas:
41 Danto 1981: 165-308.
42 Wollheim 1987: Chapter 6.
43 Schaldenbrand, M, ‘Metaphoric Imagination: Kinship through Conflict’ in Reagan 1979: 66.
44 Abbs 1989: 7.
45 Ricoeur 1986: 212ff.
46 Wollheim 1980: 209.
47 Wollheim 1980: 209.
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Seeing-in, by contrast, is not the exercise of visual curiosity about a present object.
It is the cultivation of a special kind of visual experience, which fastens upon certain 
objects in the environment for its furtherance48.
Wollheim goes on to show that in his understanding ‘cultivated experience’, which he 
likens to general experience, can fall into two categories; that is to say, experience of a 
particular or experience of a state of affairs even when ‘the state of affairs can be seen in 
a particular.’ In both these instances Wollheim is at pains to emphasise how, in ‘seeing- 
in’ the ‘cultivated experience’ is relatively dissociated from the supporting visual 
awareness. From this, he then proceeds to identify two further characteristics of ‘seeing- 
in’. The first relates to the ‘contingency of localisation’ which affirms the idea of 
‘dissociation’ and the second relates to the ‘possibility of twofold attention’ which he 
sees as ‘a way of exploiting the dissociation’. All of this is then seen as pertinent to the 
artist:
For the artist who ... exploits twofoldness to build up analogies and correspondences 
between the medium and the object of representation cannot be thought content to 
leave the two visual experiences in such a way that one merely floats above the 
other. He must be concerned to return one experience to the other. Indeed he 
constantly seeks an ever more intimate rapport between the two experiences .. ,49
Whatever the likenesses and dissimilarities of these several approaches to artistic 
creativity, the common denominator continues to be creativeness, newness, extension 
and radicality -  indeed any vocabulary which might be associated with, as Harrison has
48 Wollheim 1980: 222 -224.
49 Wollheim 1980: 224.
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it, a ‘vocabulary of enlargement’.50 All of these are driving and significant terms which 
should be nominated as crucial to the understanding and use of metaphor in this study.
Originality is internally related to new uses of metaphor. Ricoeur, placing metaphor 
with a theory of tension as opposed to a theory of substitution, believes that:
A metaphor is an instantaneous creation, a semantic innovation which has no status 
in already established language and which only exists because of the attribution of an 
unusual or unprecedented predicate. Metaphor therefore is more like the resolution 
of an enigma than a simple association based on resemblance; it is constituted by the 
resolution of a semantic dissonance.51
Lakov and Johnson later showed52 that a fresh metaphor can be like an enigma again in 
that it drives into new areas, and generates others, so that, for instance, a ‘bear market’ 
in the Stock Exchange is ‘aggressive’. In artistic contexts significant art generates a new 
piece of art by metaphoric shifts. According to Gibson53 such a metaphoric shift 
produces, yields, or instantiates a new criterion of identity. In this respect such art 
creates from elements a new, complex metaphor. Moreover, any allusion to movement 
and movement forward in what has so far be said, also bears similar significance.
A case in point is the way in which the French poet, Charles Baudelaire, wrote of 
movement in painting exhibited at the Salon de 1846.5A It is argued by Hiddleston55 that 
Baudelaire castigated those painters who failed metaphorically to convey the ‘sense’ of 
movement and of force in their art, in contrast to Delacroix.56 The capacity of a still
50 Harrison 1997: 107.
51 Ricoeur 1976: 52.
52 Lakov and Johnson 1980.
53 Gibson: forthcoming.
54 See Baudelaire (ed Kelley) 1975.
55 Hiddleston 1999.
56 Delacroix (1798 -  1863). Leading French painter of the Romantic School.
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metaphor to carry the sense of movement within a particular painting therefore carries 
with it or satisfies a criterion of identity in a way that weaker art does not.57
Reference has already been made under ‘Text’ in Chapter 1 of this thesis to Ricoeur’s 
theory of ‘iconic augmentation’ with regard to movement, or what he terms otherwise 
‘pictorial activity’ and to how he conceives the icon not as the Platonist’s shadow image, 
but as a means of yielding more ‘by handling less’.58 Appropriate now to the present 
stage of the thesis is the continuation of that particular argument of Ricoeur. Following 
his reference to the painting of the Dutch masters as a ‘metamorphosis’ of the universe 
rather than a production or reproduction of it,59 Ricoeur recalls Baudelaire’s 
revolutionary views on art including engraving and etching. These Ricoeur uses as a 
basis from which to generate an aesthetic for painting, continuing his argument through 
to include the genres of Impressionism and Abstract art:
Photography -  at least unskilled photography -  grasps everything but holds nothing, 
the magic of engraving, celebrated by Baudelaire, may exhibit the essential. This is 
because engraving, as with painting, although with other means, relies on the 
invention of an alphabet, i.e., a set of minimal signs, consisting of syncope points, 
strokes, and white patches, which enhance the trait and surround it with absence.
Impressionism and abstract art, as well, proceed more and more boldly to the 
abolition of natural forms for the sake of a merely constructed range of elementary 
signs whose combinatory forms will rival ordinary vision. With abstract art, painting
57 Such artists remain relatively unknown though Kelley (1975: 374 - 446) lists Cherelie, Chevandrier de 
Valdrome, Goniet, Flandrin and Sceffer as examples of painting that failed to exhibit the metaphorical 
movement that Baudelaire demanded.
58 Ricoeur 1976: 40.
59 Ricoeur 1976: 41. Ricoeur (1998: 173) revisits this view with regard to his adoption of the term 
‘mimesis’ and twentieth century painting. He writes: ‘it is in the twentieth century when painting ceased 
to be figurative that the full measure o f ... mimesis could be taken, namely, that its fimction is not to help 
us recognise objects but to discover dimensions of experience that did not exist prior to the work. It is 
because Soulages or Mondrian did not imitate reality, in the restrictive sense of the word, because they did 
not make a replica of it, that their work has the power to make us discover, in our own experience, aspects 
up to then unknown. On a philosophical plane, this leads us to question the classical conception of truth 
as adequation to the real; for, if one can speak of truth in relation to the work of art, it is to the extent that 
this designates the capacity of the work of art to break a path in the real by renewing the real in 
accordance with the work itself, so to speak, (original italics)’
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is close to science in that it challenges perceptual forms by relating them to non- 
perceptual structures.60
Ricoeur s view is that the symbolic role of the vocabulary of painting — signs, points, 
strokes etc. -  comprises an artificial language which is, in its Impressionist and Abstract 
forms, comparable to scientific representational formalisms.
Nancy Cartwright, in her book The Dappled World61, has refined the idea of theory-nets 
as a conceptual device for encapsulating and assessing theories in science. She points 
out that the need for this is partly due to the inadequacy of individual theories of science 
to stand on their own and function as definitive empirical explanations. She develops 
the idea that in addition to theory-nets (which derive from structuralists’ analyses) there 
is need for representational models to stand between a given theory and its ontological 
counterpart. These considerations illustrate the current complex ramifications of the 
status and empirical contextualisation of science. Such a perspective has the effect of 
complexifying and rendering even more abstract the role of technical forms in relation to 
the non-perceptual structures (of Ricoeur) in the actual world. This focus clearly gives a 
more sophisticated development of Ricoeur’s proposal for linking art with science than 
he himself develops. For Ricoeur’s viewpoint to be tenable, it might plausibly be 
suggested that he needs a more explicit articulation such as Cartwright’s scenario 
affords, though she does not engage with either Ricoeur or the current equation of this 
thesis. (Her concern lies with making a comparison between physics and economics.)
60 Ricoeur 1976: 41.
61 Cartwright 1999.
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The issue now arises as to whether Cupitt might agree or disagree with Ricoeur, since 
understandably in the light of his hermeneutic, Ricoeur is clearly conceiving abstract art 
as vehicle or artificial language for reference to non-perceptual forms. The answer 
would most certainly be ‘no’. Cupitt is adamant that abstract art like that, for instance, 
of Joseph Beuys62 and Rothko particularly,63 succeeds as ‘great religion’ and ‘great 
religious art’64 (though as the art critic Charles Pickstone points out, Cupitt does not say 
on whose authority, other than his own65 ). In the way that religion has ceased to be for 
him about a ‘separate world above’, but more ‘an art vision of this world’, abstract art 
likewise denies qualities of illusion to a world outside of itself.66 Abstract art, Cupitt 
says, is ‘content to be itself, its own colour, and its own surface’.67 In other words, 
Cupitt seems to be supposing that there can be no reference to ‘non-perceptual’ 
structures in art because there is only in art that which confronts the open eye.
Conversely, there is a possibility that Ricoeur’s non-perceptual structures could be 
treated as an equivalent of Cupitt’s non-word, that is, the negation of Being,68 by which 
Cupitt tries to articulate what he conceives as the ‘unthinkable thing prior to
62 Cupitt 1989: 24. Joseph Beuys (1921 - ) is Germany’s most influential post-war artist. His work can be 
described as both diverse and visionary.
63 Cupitt 1989: 25.
64 Cupitt 1989: 2 5 -2 6 .
65 Pickstone, ‘We are Grateful to Don Cupitt: Don Cupitt on Art’, in Modern Believing, Vol. XXXV, No. 
4, October 1994: 10.
66 This recalls a statement made by Rothko himself. In a letter to Edward Alden Jewell, critic of the New 
York Times, 1 June 1943, and published in the New York Times, 13 June 1943, Rothko and Gottlieb wrote 
that they favoured ‘the simple expression of the complex thought. We are for the large shape because it 
has the impact of the unequivocal. We wish to reassert the picture plane. We are for flat forms because 
they destroy illusion and reveal truth.’ Quoted in Waldmann 1978: 39.
67 Cupitt, ‘Seen and Unseen’ in Art and Worship, catalogue to the exhibition at Tewkesbury Abbey and 
Worcester Cathedral, 9 September -  26 October 1991. This looks forward to Cupitt’s Solar Ethics (1995) 
where the value of surface and outpouring of self-expression become the major theme.
68 In the fashion of Heidegger (1959) as cited by Ricoeur (1986: 312) and of Derrida (1967), Cupitt deletes 
‘Being’ using a cross -OBsëgr
112
language’?69 It could be that a sympathy might be identified between Cupitt and 
Ricoeur via the concept of a scientific formulation70 in an analogical sense71 which 
invites those engaging with it to call upon powers of the imagination to explore 
openmindedly, all its possibilities. Ricoeur, as has been shown above, suggests that 
visual Abstract art corresponds to a perceptual, scientific formula - or even metaphor - 
the role of which is to provide potential access on the part of the desiring participant to a 
non-perceptual structure or state. Is it then not also possible for Cupitt’s ‘Being (still 
legible, under erasure -ZBeiflg^ 72)’ to be conceived as a perceptual, descriptive formula - 
or even metaphor - relating to the non-perceptual, contingent site of his ‘unthinkable 
thing prior to language’ or what he calls elsewhere, ‘the extra-linguistic stuff that our 
descriptive uses of language [possibly scientific formulas] are ... about’?73 The 
contingent sites of both Ricoeur’s non-perceptual structures and Cupitt’s Being (still 
legible, under erasure) may only be accessed by approaching each formula creatively 
and with integrity in order to open the possibility for apprehension of new meaning. To 
borrow the words that Cupitt uses to describe God’s business,74 the whole process for 
the desiring participant is one of ‘sifting, discerning, weighing in the balance, searching 
out and discriminating,’75 as indeed Ricoeur’s hermeneutic suggests. If Rothko’s 
painting -  of which Untitled (Number 13) is an example [Fig. 12] -  can be seen as the 
equivalent in abstract art of a scientific formulation and scientific formulae correspond
69 Cupitt 1998c: 16.
70 See Ricoeur (1976: 41) quoted earlier in this chapter.
71 Hesse 1963.
72 Cupitt 1998b: 26.
73 Cupitt 1998b: 73. Explaining himself further, Cupitt says: ‘Being is non-language: that is to say, that 
since it is by definition the one and only thing that can’t be captured in language (for it is always 
presupposed by, prior to and outside language), we cannot describe it.’
74 Cupitt 1980: 86.
75 This is an adaptation of the words Cupitt uses to describe ‘God’s business’ in Cupitt 1980: 86.
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in some way to Ricoeur’s ‘as i f  or Wollheim’s ‘seeing-in’, then may be Rothko, were 
he alive, might be able to nominate ‘the subject matter’ (a definition of which he 
constantly eschewed) as Cupitt’s ‘Being (still legible, under erasure)’. Cupitt himself 
might even nominate Rothko’s images as a potential contributory factor to a theory-net 
of Being’s metaphor.76
Rothko, it seems, returning to the issue of movement, would none-the-less have fulfilled 
Baudelaire’s demands for movement in art. Any reading of Rothko’s critics shows the 
extent to which metaphoric movement is perceived as a fundamental characteristic of the 
painting. Waldman uses terms such as fluctuation, floating, merging, hovering, 
advancing, and emanating.77 Chave uses terms such as struggle, unveiling and 
emerging.78 Equally apt in this context would be ‘shift’ as offered by Gibson79 while 
Thomas Messer talks in musical terms referring to consecutive passages, rhythmic 
structure, melodic surfaces and orchestral propensities:
We think of music because Rothko’s painting, so firmly structured, so rhythmically 
articulated and so subtly colored, has achieved as directness and force of expression 
rightly attributed to the tonal language more than to any other.80
76 The use of the term ‘theory-net’ here is not Cupitt’s but the author’s deployment of Cartwright (1999) as 
explained above.
77 Waldeman 1978: 60ff.
78 Chave 1989: 77.
79 Gibson, ‘God’s Semantic Logic. Some Foundations in the Dead Sea Scrolls’ in Porter & Evans 1997. 
Also Gibson in Porter 1998. Also Gibson 2000a.
80 Messer in the Preface to Waldeman 1978: 12.
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The French critic Michel Butor in his review of the 1961 retrospective of Rothko’s 
painting at New York’s Museum of Modem Art, alluded to what can only be assumed to 
be aspects of film.81 In drawing on this review, Weiss writes that according to Butor:
One must speak of Rothko’s paintings in terms of frontality and chromatic 
movement, effects that are comparable to the transparent projection of light on a 
screen. ... one encounters a dynamic experience in which forms relate not only to 
each other -  within a field and against a margin -  but to the beholder.82
Elsewhere there are references to ascent, descent and ‘incessantly changing patches,83 to 
hallucination84 and R F Porter says with particular reference in to Rothko’s murals for 
the Houston Chapel, Texas:
From the subjectivist viewpoint, these paintings do move -  or, rather, have the 
potential for change, an immanence which is transformed into action by the observer 
and his environment. Even this latter qualification, however, grants to the paintings 
characteristics they don’t possess, for, as Dennison85 observes, “the im[m]inent 
motion ... is our own; in relation to the painting we have become the actor.”86
Rothko himself of course, wrote of his own paintings:
I think of my pictures as dramas; the shapes in the pictures are the performers. They 
have been created from the need for a group of actors who are able to move 
dramatically without embarrassment and execute gestures without shame.87
Ashton, for her part, can be said to consolidate all of these references to metaphorical 
movement in Rothko’s oeuvre when she writes:
81 Butor, ‘Les Mosquées de New-York, ou l’art de Mark Rothko’ in Crtique, October, 1961: 843 -  860. 
Quoted in Weiss 1998: 317.
82 Weiss 1998:317.
83 F D Martin, ‘The Aesthetic in Religious Experience’ in Religious Studies, vol 4, no 1, October 1968: 
153.
84 Elaine de Kooning, ‘Kline and Rothko: Two Americans in Action’ in Art News Annual, no 27, 1958: 
176. Quoted in Clearwater 1984:14.
85 Dennison, G, ‘The Craft-History History of Modem Painting’, Arts Yearbook, 7, 1964: 5.
86 Porter 1974: 44.
87 Rothko, ‘The Romantics Were Prompted’ in Possibilities I , Winter 1947/48: 84. Quoted in Waldeman 
1978: 22.
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On paper or on canvas, Rothko used paint to suggest a multiplicity of experiences -  
experiences of space and light and shadow and silence that could not be paraphrased 
in written language, or, if they could be captured in the word, they would be as 
condensed as a poet’s most arcane metaphor. With breath-taking skill he could set 
up an expectancy and a process of slow revelation.88
It is suggested that the notion of ‘metaphorical movement’ is also perceptible in each of 
the designs of the vestments in the author/artist’s portfolio, for example, in the white 
chasuble, Eternity was manifest by light o f day. [Figs. 13 - 20] Movement here is 
implied by the chromatic ascendance of colour and by the form, with its contrast of line 
varying from the straight and angular, to the gently curving, to those that appear to twist, 
turn and even wriggle. [Fig. 14] Shades of light blue subtly break into the white silk of 
the chasuble, ascending through pale green until strengthening shades of gold emerge 
from the vessel-like form -  as though evoking perhaps, to quote Patrick Heron on 
Rothko, ‘the layers of the atmosphere itself.89 [Fig. 13] The illusory calmness of these 
‘layers’ is then punctuated by vivid colouring and dynamic patterning in the form of a 
series of long, narrow ‘windows’ that, like the scherzo in symphonic writing, contrast 
and vibrate with the rest of the composition. [Figs. 15 - 20] This sense of movement is 
then further enhanced by the sheer quality of the materials themselves, chosen 
specifically for their reflective qualities and which, therefore, effectuate shimmering 
colour variations as they respond to ambient light. [Figs. 19 & 20]
With these considerations on metaphor now in place, and evidence for its use in a broad 
range of disciplines identified, focus may be turned more specifically to the use of
88 Clearwater 1984: 13.
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metaphor in theology. Two contrasting approaches to the use of metaphor in theology 
are to be found through the studies on metaphor made by writers Janet Martin Soskice90 
and Sallie McFague91. Although it will be shown that McFague’s is a more apt text in 
relation to the non-realist aspect of this thesis, given the influence of Soskice in the 
debate on metaphor in theology, it is necessary to give some attention to her 1985 
publication.
Soskice adopts an analytical, realist approach to her subject, setting out, she says, to 
provide ‘a thorough treatment of metaphor in its own right’92 and beginning her 
‘functional account’93 with a clear definition of metaphor as:
That figure of speech whereby we speak about one thing in terms which are seen to 
be suggestive of another.94
This definition can be seen as not significantly different to Langer who says:
The principle of metaphor is simply the principle of saying one thing and meaning 
another, and expecting to be understood to mean the other.95
Langer goes on to say, however, that in her opinion:
Metaphor is not language, it is an idea expressed by language, an idea that in turn 
functions as a symbol to express something. It is not discursive and therefore does 
not really make a statement of the idea it conveys; but it formulates a new conception 
for our direct imaginative grasp.96
89 Patrick Heron, ‘The Americans at the Tate Gallery’ in Arts, 30, March 1956: 17. See also Chapter 6 of 
this thesis under sections entitled ‘Materials, Media and Technique’.
90 Soskice 1985.
91 McFague 1983..
92 Soskice 1985: x.
93 Soskice 1985: 16.
94 Soskice 1985: 15.
95 Langer 1957b: 23.
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Unlike Langer, however, Soskice becomes embroiled in the clarification of her linguistic 
choice of words regarding her definition of metaphor. She finds it necessary to define 
what she means by ‘thing’, but this presents her with problems because of spatio- 
temporal and physical associations of ‘thing’ or ‘thingness’. A ‘thing’ signifies, she 
says:
Any object or state of affairs and not necessarily a physical object; the moral life, the 
temperament of the Russian people, the growth of the soul are equally “things” in 
this sense.97
If Soskice had conceived of ‘thing’ as it is identifiable as idea, concept or imaginative 
connectedness, then her problems of explanation might have been reduced since the 
objective ties are removed. It does not appear, however, that Soskice thinks in this 
divergent manner and therefore it is at this point that an element of confusion appears to 
arise in her determination to promote the difference between identification of metaphor 
and its function. Shortly afterwards, she appears to contradict even her own definition 
of ‘thing’ by declaring that metaphor is not a mental event’,98 or a ‘process of 
imagination, a kind of perception or an emotive response’, although sometimes in 
literary contexts, she says it might be, and moreover, ‘a mental act ... by no means 
without significance.’99
Subsequently, a further apparent contradiction arises over what the word ‘thing’ might 
be understood to be. Having defined metaphor as shown above as ‘any physical object’, 
Soskice then chooses for the next sub-heading of her chapter on the problems of
96 Langer 1957b: 23.
97 Soskice 1985: 15.
98 Soskice 1985: 16.
118
defining metaphor the title ‘Physical Objects are not Metaphors.’100 On this same 
matter, she proceeds to refine her argument with an illustration. It is ‘careless’, she says, 
to see daffodils for example as a metaphor for rebirth, since daffodils are not linguistic. 
On the other hand, she concedes that it is perfectly satisfactory for the Sunday preacher 
or the poet to use daffodils as a metaphor. Why, it is feasible to ask, is it acceptable for 
daffodils to be used as metaphor by one set of people and not others?101 If as James 
Olney102 would have his reader believe, metaphor is ‘essentially a way of knowing’ and 
a means by which ‘we stamp our own image on the face of nature’ thereby formulating, 
reminiscent of Langer, ‘a new and richer identity’, why should it be the prerogative of 
those categorised by Jasper as ‘the theologically competent and privileged few’?103 
Jasper in the context of his own paper is bewailing the fact that despite its being 
considered by some as that ‘basic book of our civilisation’,104 the Bible is not read 
(Jasper’s italics) and interpreted by the majority of believers or the more sceptical within 
the Jewish and Christian religions where they have been conditioned to a state of ‘being 
read to’ by an interpretative medium.105 By way of illustration, Jasper quotes the 
incidence of the captive handmaids in Margaret Attwood’s novel The Handmaid’s Tale,
99 Soskice 1985: 17.
100 Soskice 1985: 17.
101 Reid (1961: 57), in discussing variation of aesthetic meanings in different person, writes: ‘When we 
begin to enter the world of “affective” meaning ... [for] two persons, one happy, the other depressed, the 
world has a different affective “look”. Interest and feeling affects even the shapes of what we see ... 
daffodils, plainly recognisable by all, will dance to the poet but not to the dullard’.
102 1973.
103 Jasper 1995: 1: ‘What then is reading the Bible?’ Also in Gearon 1999: 9.
104 Critchley 1992.
105 Ricoeur (1976:92 -  93) says that ‘potentially a text is addressed to anyone who can read’ (p 92)and he 
follows this with a further statement that ‘the meaning of a text is open to anyone who can read. The 
omnitemporality of the meaning is what opens it to unknown readers’ (p 93). The interpretation of text, 
having escaped its original author, its situation and addressee, is seen by Ricoeur as the prerogative of the 
‘direct’ reader without the intervention of an intermediary interpreter.
119
where the women are only allowed to have the Bible read to them by the male 
commander who is the one in control.
These early, apparent confusions as to precisely whether a metaphor can or cannot be a 
‘thing’ or a ‘mental event’ do little to command the author/artist’s confidence in 
Soskice. The argument appears to be too tightly held within the definitive and therefore 
remains static. Even when she does begin to address the functional use of metaphor, she 
seems to defend106 and pursue the use of metaphor as in the theoretical language of 
science where its function is not ‘simply catechretical’107, but suggests ‘an explanatory 
network.’108 This principle she then applies to her understanding of parable. Arguing 
against such anti-transcendental authors as I T Ramsey (1965), Ferré (1968), Tracy (in 
Sacks, 1979) Funk (1966) and Crossan (1975),109 she takes up the fully realist stance 
that the parable ‘does purport to tell us of God, and of our relation to Him’.110
In reviewing Soskice’s book , Robert F Scuka111 highlights the tensions underlying 
Metaphor and Religious Language. He says that on the one hand Soskice112 ‘affirms 
that the being of God is essentially mysterious and unknowable’ but on the other, ‘she 
affirms that metaphorical language functions realistically’. Moreover, Sue Patterson, 
even though she argues undeviatingly in favour of a realist, Christian theology113 and 
might therefore, in principal and at least in part, be expected to empathise with Soskice’s
106 Soskice1985: 149.
107 Soskice 1985: 100
108 Soskice 1985: 1 0 0 - 101.
109 Soskice 1985: 103, 104, 105-106, and 109 respectively.
110 Soskice 1985: 106.
111 Skuka, R F in Theological Studies, vol 47, no 3, September 1986: 523.
112 Soskice 1985: 1 5 9 - 161.
113 Patterson 1999.
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argument, none-the-less argues against Soskice’s ‘weak’114 sense of postmodernist 
theology.115 Patterson identifies some of the challenges facing the contemporary, 
postmodern, religious thinker116 and, prior to applying her argument to a truth- 
orientated, ‘vertical, divine dimension’,117 finds herself able to consider the ‘horizontal’, 
creative possibilities of language as pertinent to notions of discovery and innovation 
based on a Wittgensteinian paradigm.118 In further contrast to Soskice, she feels able to 
adopt Ricoeur’s theory of metaphor to the advantage of her own argument,119 affirming 
what Patterson sees to be his better, more open-ended theory of the power of metaphor 
in the way that McFague will shortly be shown to do:
Creaturely power and efficacy, including the power and capacity to create new uses 
of language, are created as potential... so that the finished product of creation is left 
open or underdetermined with its contextual interweavings unfixed ...to  allow room 
for the exercise o f a free human creativity.120 (author’s italics)
While Soskice classes herself as a ‘critical realist’121 who leaves room for the conceptual 
possibility of the existence of a transcendental God, [rather than a full-blown ‘realist’
114 Patterson 1999: 10.
115 Patterson 1999: 10. In fact, Patterson’s Ph.D. thesis which is the basis for her book (Patterson 1999), is 
quite severely critical of Soskice’s (1985) book in a way that is only subtly intimated in her book 
publication. (Patterson, S, The Theological Implications o f the Relationship Between a Wittgensteinian 
Understanding o f the Relationship o f Language to World and the Role o f Metaphor as an Agent o f 
Revelation. Unpublished doctoral thesis, University of Otago, Dunedin, New Zealand, 1991).
116 Patterson addresses the issues of human reality and human creativity as active, contextual, language- 
ridden and contingent in terms of theological realism with consideration, none-the-less, for these issues vis 
à vis liberal revisionism. She seeks to acknowledge and value this human ‘horizontal’ dimension, but 
only as making sense as participating in a pre-determined, ‘vertical’, divine dimension.
117 Patterson 1999: 91.
118 Patterson 1999: 73ff.
119 Patterson 1999: 18 -  19 & 109 -  110. To do this, she draws on the theory of Placher ( ‘Paul Ricoeur & 
Postliberal Theology: A Conflict of Interpretation’ in Modern Theology 4, October 1987) in support of her 
theological realist approach.
120 Patterson 1999: 108-109.
121 Soskice 1985: 123. In this respect, Soskice aligns herself with Hesse as found in Arbib & Hesse 1986: 
153ff. Hesse believes that in a fundamental sense, all language is metaphorical and argues that because of 
this, ‘metaphorical utterances must truth value if we are not to evacuate “truth” of any application to 
language at all’. (pl55) The final part of Hesse’s argument then goes on to explain how models and 
theories can significantly indicate the real ‘even though they are not literally true’, (p 158).
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like Patterson, who believes in the proven God], she seems to discount that in using 
language metaphorically, the experience is not about a finite description of the object of 
learning, but rather an ‘as i f  approximation of what the non-observational object might 
be like.122
Elements of confusion and a strong propensity for the ‘realist’ notion of God, even 
though she claims it to be neither a presumptuous nor dogmatic realism,123 together with 
an attack on Cupitt as empirically/idealistically inclined124 and a dismissal of Ricoeur as 
dualist125 contribute to making Soskice’s theory of metaphor an unsuitable reference for 
this research.
If, as Soskice claims, her approach to religion embraces ‘the sensibility of someone who 
is more attracted to the sonnet than to blank verse’, supporting the sonnet as being ‘no 
less creative in virtue of its apparently restrictive form’126 then it has to be said that it is 
the potential for ‘blank form’ that is attractive in McFague.127 In contrast to Soskice,
122 For a feminist critique of Christian orthodox practice as proposed by Soskice and others, see Hampson, 
Hopkins, Slee, and Shaw in Hampson 1996.
123 Soskice 1985: 148. See also Soskice’s paper ‘Turning the symbols’ in Hampson 1996. Soskice 
practices the Roman Catholic Faith and describes herself in this paper as having ‘a deep conviction of the 
truth of the Christian faith’. She claims to find a liberal approach to Christianity neither appealing nor 
convincing and, dismissing on the one hand the deist image of the omniscient ‘wizard-of-Oz God’, (p 22) 
sets out her metaphysical argument as a belief that ‘Jesus was not just a man but god incarnate [where] we 
do not have “a man simpliciter” intervening between us and god, but a god, in divine self-emptying, “one- 
ing” the world with God.’ Soskice continues: ‘ Nor do we have one man who is a hero. Christ becomes 
not an obtrusive historical stranger but “God with us”. The word incarnate in Jesus of Nazareth is also 
“begotten not made”, the One through whom all things were made and thus prior to all human maleness 
and femaleness’ (p 21).
124 Soskice 1985: 148.
125 Soskice 1985: 86ff.
126 Hampson 1996: 154.
127 It is interesting to note that in describing the eminently recognisable format of Rothko’s mature work, 
Breslin (1993: 332 -  333) says that there are those [and he does not specify names] who have compared 
Rothko’s form to that of the sonnet in order to suggest ‘its variety-within-stability’. Breslin, however, 
does not agree. He writes: ‘the external shape of a sonnet is strict, always prearranged. Rothko’s flexible
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McFague tackles the question of metaphor from a much broader angle.128 She is far less 
constrained by a linguistic need to analyse and to explain with the result that her 
understanding of metaphor has more far-reaching consequences.129 She chooses to 
concentrate on the dynamic of metaphor and its power to inflict on the reader a ‘shock’ 
by bringing unlikes together130 in a way that upsets convention, involves tension and is
format more closely resembles a loose musical form, like the sonata, which stretches, bends, tightens as it 
interacts with specific content. Rothko sought limits, as long as they felt self-imposed and nonconfining; 
and within his format, he could vary the size and shape of the canvas, the width and color of the border, 
the number, size, and color of the interior rectangles (as well as their proportions), color harmonies 
between or among the rectangles and between individual rectangles and the border, the relative opacity or 
transparency of his colors, the closeness or distance between two adjacent shapes, the softness or hardness 
of the edges, and his touch (from brushy to feathery).’
128 McFague (1982: viii) states that her theology arises from a ‘protestant, feminist perspective, a 
perspective which I would characterize as skeptical, relativistic, prophetic, and iconoclastic. It is more 
aware of the disconuities between God and the world than of the continuities. It seeks a way of believing 
in a nonbelieving time by asserting no more than the evidence supports rather than what the tradition has 
proclaimed.’
129 There is a closer affinity here between McFague and Patterson (1999) than there is between McFague 
and Soskice (1985). While Soskice, as has been shown, anchors her argument to theory of metaphor, 
Patterson, like McFague, examines the dynamic of metaphor, seeing metaphor as pointing to mystery, (p 
110) For Patterson, metaphor-making is ‘part and parcel of the continuing creation of the world, the 
unfixed, underdetermined interweaving of factors in contextuality which human beings are free creatively 
to develop’, (p 112) This use of the phrase ‘free creatively to develop’ of course is only operable if 
narrowly construed within a realist perspective since ‘free’ creativity presupposes a propensity to cut loose 
from realism per se. The difference between the approaches to metaphor of Patterson and McFague, as 
Patterson suggests, is one which may be ‘construed as simply reflecting different premises’ as to whether 
‘new truth is something we discover as our concepts are brought into line with it and are able to grasp it, 
or whether this is at least in part something that human concepts participate in and have a role in creating.’ 
These two stances are fundamentally different, and because Patterson believes that creativity in language 
is God given (p 92), her mechanism for such creativity is more the close relative of metaphor -  metanoia - 
in that she sees her analogies as already related to the new discovery/invention: ‘the horizontal grammar of 
conversion comes under, co-heres with the vertical grammar of incarnation’, (p 90) She writes further in 
this vein (p 113): ‘In a continuing creation which is at the same time a redemptive recreation at the heart 
of Christology, at the cutting edge of contingency through the Spirit’s enabling, new language (as novel 
metaphors or new moves in language-games) emerges as an inextricable part o f that which it describes 
and therefore as creative discoverer, or innovator. ’ (author’s italics) Patterson, however, is more open 
than Soskice in her response to alternative theories. She is not prepared to rule out ‘one or the other as 
false’ (p 73), seeing ‘the clash of premises’ as a potential for ‘a more comprehensive, integrative model 
[which she finds through Wittgenstein] that is able to accommodate both realist and postmodern 
elements.’ (p73)
130 As well as drawing on Ricoeur, McFague’s understanding of metaphor reflects Nelson Goodman 
(1976: 69) who writes: a) ‘where there is metaphor, there is conflict’; b) ‘[the] application of a term is 
metaphorical only if to some extent contra-indicated’; and c) ‘metaphor requires attraction as well as 
resistance -  indeed an attraction that overcomes resistance’. In Valdes (1991: 200 -  215), Ricoeur is also 
to be found making use of Goodman’s paper ‘Ways of Worldmaking’ in relation to representing and 
interpreting.
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‘implicitly revolutionary’.131 Drawing on Ricoeur, McFague believes that this sense of 
shock arises because in the use of metaphor, there is an attempt to retain in active 
interaction, two thoughts in the mind132 which are simultaneously similar and dissimilar:
One difficulty with simile in contrast to metaphor is that simile softens the shock of 
the linkage through its “like,” reducing an awareness of the dissimilarity, and hence 
allowing us to slip into literalistic thinking. A metaphor that works is sufficiently 
unconventional and shocking so that we instinctively say no as well as yes to it, thus 
avoiding absolutism’.133
Moreover, unlike Soskice, McFague does not further absolutize metaphor by suggesting 
that ‘everything is metaphor’, that ‘metaphor is the ultimate metaphor for interpreting 
human beings or even for describing the nature of language’.134 She prefers to see it as 
one possible and ‘highly suggestive and fruitful’ though not unique approach to 
understanding human beings through ‘expression and interpretation, creation and 
discovery, change and transformation’.135
McFague’s definition of metaphor is broadly similar to that of Soskice, though more 
fulsome and draws on Ricoeur for its terminology.136 Metaphor she says:
Is seeing one thing as something else, pretending , “this” is “that” because we do not 
know how to talk about this, so we use “that” as a way of saying something about it. 
(original italics)137
She then continues:
McFague 1982: 17.
132 For a similar argument put forward by Patterson but conceived in the light of a realist theological 
viewpoint see Patterson (1999: 111-112).
133 McFague 1983: 38.
134 McFague 1982: 36.
135 McFague 1982: 36.
136 Ricoeur 1978:231.
137 McFague 1982: 15.
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Thinking metaphorically means spotting objects, events or whatever, one of which is 
better-known than the other and using the better-known one as a way of speaking 
about the lesser known138
From this second quotation, it is possible to detect a first difference between the 
somewhat static, epistomological approach of Soskice and the phenomenological 
approach of McFague. Here it is possible to identify a hint of the very valuable 
movemental and creative factor inherent in metaphor through the process of change 
from the ‘better-known’ to the ‘lesser-known’;139 in other words, in the movement 
forward from the ‘here’ to the ‘there’. Moreover from this same extract, it is possible to 
see how McFague is content to state that metaphor is ‘object’, ‘event’ or ‘whatever’ 
without becoming embroiled in the philosophical minutiae of the words she had chosen. 
Indeed, the quality of ‘thingw&ss’ seems valuable to her in the way that it was for 
Merleau-Ponty as part of a non-intellectual means of understanding our own account. In 
The Primacy o f Perception he writes:
The brittleness, hardness, transparency, and crystal ring of a glass all translate a 
single manner of being ... We understand the thing as we understand a new kind of 
behaviour, not, that is , through any intellectual operation, but by taking upon our 
own account the mode of existence adumbrated before us.140
Merleau-Ponty can be said to be pointing here to the value of an aesthetic appreciation 
of the quality of things, a notion which may indeed also be identified in Eco, who, in 
considering the character of contemporary science and art, says that while the former 
concerns itself with suggesting ‘a probable structure of things’, art lends itself to more 
imaginative possibility. Art, proposes Eco:
138 McFague 1982: 15.
139 Goodman 1976: 94. Goodman writes of metaphor as ‘symptomatic neither of uncontrolled caprice nor 
of impenetrable mystery but of exploration and discovery'1 (author’s italics).
140 Merleau-Ponty 1974: 319.
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Tries to give us a possible image ... an image that our sensibility has not yet been 
able to formulate, since it lags a few steps behind intelligence -  indeed, so much so, 
that we still say the sun “rises” when for three centuries we have known it does not 
budge.141
In further direct contrast to Soskice, McFague also appears to value the idea of metaphor 
as ‘mental event’, promoting the creative aspect of metaphor142 in making connections, 
or in bridging the gap between ‘this’ and ‘that’.143 She points out that constructive 
thinkers in various fields look on metaphor with great respect:
They recognise with Coleridge, that the creative act, whether it be the solution to the 
mathematical puzzle, the writing of a poem, or a new and fruitful way to view the 
dynamic of the world economics, is a selection, combination, and synthesis of the 
already familiar into new wholes. We never create out ... of nothing but we use 
what we have, seeing it in a new way. The new way is not simply a reshuffling of 
the old, for metaphorical thinking recognises the unlike as well as the like but it uses 
the similar to move beyond it to the unknown, (original italics)144
These ‘creative connections’ in the category of metaphor are not, however, one single 
event. Again McFague points to what she calls the ‘outstanding’ feature of mobility, ‘its 
constant, instantaneous power of association, its ability to be forever connecting this 
with that’. Intimated in this ‘mobility’ is drive forward which is crucial in that it is
141 Eco 1989: 90.
142 Patterson also values the creative and existential notion of discovery and innovation in metaphor, but as 
a theological realist, she believes that this creativity belongs to ‘the creaturely humanity which God has 
both made and embraced incamationally.’ (p 92)
143 This approach to the creative aspect of metaphor is not unique to McFague. In The Art and Truth o f  
Parables, G V Jones (1964) argues that we should not limit the potential of interpretation in the parables 
by clinging to or making presuppositions about them. Jones believes that the creative imagination takes 
raw evidence from human life and artistically manipulates it into story form independent of time and place 
rather that being merely a propositional statement ‘about how one should behave or how god acts’ (p i22). 
A parable, he says, is ‘a pattern of human behaviour, a pattern of human existence, or a picturesque 
account of god’s relations with man’ (p 163).
144 McFague 1982: 35 -  36.
126
towards wholeness, towards making sense, and is therefore indicative of the dynamic of 
human imagination.
This theme relates to Eco’s theories impacting on movement in his book, The Open 
Work, where he considers, initially in relation though not limited to contemporary 
music,145 ‘the considerable autonomy left to the individual performer in the way he 
chooses to play the work’. Eco does not strictly relate his concept of ‘open work’ to 
metaphor, but there are none-the-less comparisons to be drawn. In listing three main 
points indicative of ‘open work’, Eco believes open work is ‘m movemenf and 
‘characterized by the invitation [to the addressee] to make the work together with the 
author (original italics).’ Moreover, he believes that on a wider level such works are 
‘open’, in the way that McFague suggests of metaphor, to ‘a continuous generation of 
internal relations which the addressee must uncover and select in [the] act of perceiving 
the totality of incoming stimuli’. Finally, he suggests again in consistency with theory 
of metaphor: "Every work of art, even though it is produced by following an explicit or 
implicit poetics of necessity, is effectively open to a virtually unlimited range of possible 
readings, each of which causes the work to acquire new vitality in terms of one 
particular taste, or perspective or personal performance (original italics).’146
To return now to the issue of metaphor and its ‘mobility’, it is necessary to emphasise 
that this ‘mobility’ is present in metaphor only when it is ‘live’, or, to use Hesse’s term
145 Eco 1989. The particular compositions Eco refers to are Stockhausen’s Klavierstuck XI, Luciano 
Berio’s Sequence for Solo Flute and Henri Pousseur’s Scambi (p 1). Eco believes that there are ‘artistic 
products which display intrinsic mobility, a kaleidoscope capacity to suggest themselves in constantly
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‘newly minted’147 that is, when the duality of meaning in the literal and the metaphorical
maintains as a source of insight. As Ricoeur writes:
Metaphors ... as tension metaphors... have an instantaneous existence. They last as 
long as the semantic clash is perceived between the words. Their semantic 
innovations have no established language. As soon as they become common and 
taken for granted, they also become trivial and die as metaphors. Therefore, they 
must remain events of discourse, transient events. It seems that according to the 
theory of tension, traditional figurative stories should be dead metaphors, (original 
italics)’148
A dead metaphor in fact occurs where a metaphoric expression becomes ‘entrenched’ in 
language, accepted and pervasive in literal usage, and thus loses its dynamic usefulness. 
Typical of dead metaphor is in Hesse’s example of ‘point’ given above and her further 
examples of ‘spirits’ for whisky, ‘leaves’ for pages of a book and ‘fiery’ for 
temperament.149 The moment metaphors become conventional they cease to be 
creative150 so that ‘we are no longer like the wizard of Oz who knew green glasses made 
Oz green, but, like all the other inhabitants of Oz, we believe Oz is green, (original 
italics)’151 As Ricoeur says:
Live metaphors are metaphors of invention within which the response to the 
discordance in the sentence is a new extension of meaning, although it is certainly 
true that such inventive metaphors tend to become dead metaphors through 
repetition. In such cases, the extended meaning becomes part of our lexicon and 
contributes to the polysemy of the words in question whose everyday meanings are 
thereby augmented. There are no live metaphors in a dictionary.152
renewed aspects to the consumer’, and he goes on to give as example mobile compositions such as those 
of Alexander Calder (p 12).
146 Eco 1989:21.
147 Arbib & Hesse 1986: 153.
148 Ricoeur, ‘The Metaphorical Process’ in Semeia 4, 1975: 93.
149 Arbib & Hesse 1986: 153.
150 Gombrich 1981.
151 Turbane 1962: 24 -  25. Quoted in McFague (1982: 41). McFague also instances a potent and ‘eerie’ 
example of the ‘abuse and dangers of metaphor’ through a parable of Franz Kafka (1962: 930): ‘Leopards 
break into the temple and drink up the sacrificial wine; this is repeated over and over again; eventually it 
becomes predictable, and is incorporated into the ceremony’.
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Where metaphor is definable as ‘live’, where it still contains elements of surprise or 
‘shock’, and where an aspect of ‘mobility’ is still identifiable, two further advantages to 
metaphor come into focus, these being what McFague refers to as ‘open-endedness’ and 
‘tentativeness’. This is precisely what makes metaphor differ from symbol. Symbol, 
says McFague, is ‘not so much a way of knowing and speaking as [it is] sedimentation 
and solidification of metaphor. For symbolical or sacramental thought, one does not 
think of “this” or “that” but of “this” as part of “that”. The tension of the metaphor is 
absorbed in the harmony of the symbol (original italics).’153 Or, as Ricoeur puts it, 
symbol assimilates a resemblance whereas a metaphor is founded in identity, not 
comparison, for it apprehends a resemblance with enigmatic tension that is the crux of 
metaphorical reference.154
What, then are the implications of that which McFague is saying about metaphor for the 
overall text of this research, taking into account her definition revised according to her 
examination of other, sympathetic exponents amongst whom are I A Richards (1965), 
Max Black (1962), Walter J Ong (1962) and Nelson Goodman (1976)? For McFague:
Explicit or alive metaphors make us aware of [the] mobile, tensive characteristic of 
our way of being in the world. The distinctive features of alive metaphors can be 
summed up in the following way: a metaphor is an assertion or judgement of 
similarity and difference between two thoughts in permanent tension with one 
another, which redescribes reality in an open-ended way but has structural as well as 
affective power.155
152 Ricoeur 1976: 52.
153 McFague 1982: 16.
154 Ricoeur 1976: 45ff & Ricoeur 1978: 216ff.
155 McFague 1983: 42.
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Clearly this involves problems of assumptions about the real, truth and recognition. If 
the example is taken of the cross, it is possible to recognise this as symbol both because 
it forms an integral part of the whole concept of crucifixion and because centuries of 
Christian culture have embraced the image, handing it on from generation to generation 
as the most potent signifier of human suffering. By comparison, it is much more 
difficult to recognise that something as common as a stone has any symbolic reference 
maybe even of crucifixion, since it does not hold any pre-established matrix of thought. 
In the hands of the poet,156 however, it may take on a shuddering significance which is 
undoubtedly metaphoric rather than symbolic in that it can set off a ricochet of open- 
ended associations and reverberations for the ‘listening’ reader. In ‘The Answer’,157 R S 
Thomas is searching for ‘the mechanism’ which will swing aside the formidable 
questions arising in his mind, only to find that when occasionally they do yield, he is 
faced not only with answers, but with new issues. He writes:
... There have been times 
when on my knees 
in a cold chancel, a stone has rolled 
from my mind, and I have looked 
in and seen the old questions lie 
folded and in a place 
by themselves ...
Taking this at face value, the reader moves on in the mind beyond the physical stone; 
yet, like McFague’s example of the complex game of chess ‘which teases the mind into 
new connections the longer one reflects on it’,158 the reader’s active imagination, given 
time for reflection, may allow Thomas’s stone to take on weight, volume and velocity
156 See Reid (1961: 57) in footnote note 98 of this chapter.
157 R S Thomas 1996: 359.
158 McFague 1982: 39.
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appropriate to the intangible event in the poet’s mind. The event is the recalcitrant stone 
and the stone is the powerful metaphor through which the reader may both recognise and 
empathise with the experience as well as extend associations more profoundly with the 
events at the tomb on the first Easter morning.
Further parallel examples can be found in painting, given that earlier in the research159 it 
was established that any inscription, following Ricoeur’s argument, can be ‘read’ as text. 
If the idea of McFague’s ‘shock’ element is held in the front of the mind, then it is 
possible to perceive apparently secular themes such as Picasso’s Guernica,160 Soutine’s 
splayed carcass of a slaughtered ox161 and Otto Dix’s gas masks162 as highly potent 
metaphors for suffering. As McFague actually ventures to say, ‘the grotesque forces us 
to look at radical incongruity, at what is outside, does not fit, is strange and 
disturbing’.163 For McFague, metaphor does not concern a conventional or literal view 
of the aspect of reality in question, neither does it refer to another reality outside itself. 
Metaphor is more a heightened way in which to see reality:
As an assertion it [metaphor] has not only meaning but reference, not only internal 
sense but outward directionality. And the reality to which it refers is the ordinary 
world to which every interoperation refers.164
The late paintings of Rothko which shocked America in the period post-1950 can hardly 
be described as grotesque, but none-the-less, they do force the spectator to look at
159 See this thesis, Chapter 1: section ‘The Text’.
160 1937
161 1925. Chaim Soutine (1894-1943) was a Russian painter who, like Chagall, moved to Paris (1913) 
where he connected, if tenuously, with current, mainstream French art.
162 Otto Dix (1891-1969) was a German painter/graphic artist who won renown for his work based on 
experience in World War I.
163 McFague 1982: 17.
164 McFague 1982: 40.
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‘radical incongruity’ and its fecundity, [for example: Fig. 12] There is no pictorial 
evidence of either crucifixion or suffering in the two dimensional rectangles which 
manifest ‘the look of open-endedness ’ that Chave, in words recalling McFague’s 
terminology, believes that Rothko cherished.165 Yet, when Rothko presented his ‘recipe’ 
or ‘formula’ for a work of art in a lecture in 1958 at the Pratt Institute in New York, of 
the seven ‘ingredients’ three are particularly relevant here -  ‘a clear preoccupation with 
death’, ‘tension’ and ‘hope. 10% to make the tragic more endurable.’ 166
For Rothko, tragedy and hope were conceived most simply,167 but powerfully, in the 
form of coloured rectangles, just as Thomas’s sense of burden and relief are most aptly 
conceived in the common stone. The rectangles and the stone, in the creative hands of 
the artist and the poet, are live metaphors.168 As such, they offer an openness in which 
the ‘vital energy’169 of the sensitive reader’s mind can adventure outwards, however 
tentatively, into the virtual and pregnant space170 of, for example, Eco’s ‘possibilities’,171
165 Chave 1989: 9.
166 Breslin 1993: 390.
167 In a letter dated 7 June, 1943 to Edward Allen Jewel, Art Editor of the New York Times, Rothko lists 
the aesthetic beliefs which he believes are demonstrated in his paintings. The fourth of these reads: ‘we 
favour the simple expression of the complex thought. . . ’. Catalogue to the 1987 exhibition Mark Rothko 
1903 -1 9 7 0  at the Tate Gallery. New York: Stewart, Tabori & Chang, 1996: 77.
168 See also Jeffrey Weiss’s ‘Unknown Space’ in the catalogue to the 1998/1999 touring exhibition Mark 
Rothko, pp 303 -  304. Here, Weiss writes: ‘Rothko ... was known to repudiate interpretations of his art 
that isolate formal elements such as color or space ... He did, however, accept and even perpetuate 
metaphorical and affective response to form. In fact, during a time when Rothko’s manner of painting 
was new and unfamiliar, the metaphor was a useful device. At the very least, it represented a way in 
which to begin addressing the question of meaning or content, a question that to the artist himself had 
provoked by sometimes alluding in written statements and interviews to large themes such as tragedy and 
death.’
169 Olney 1972: 46.
170 Langer 1953: 6 9 -  103.
171 Eco (1989: 8 -  9 & 103) borrows this term from the composer Henri Pousseur whom he quotes at the 
beginning of his book. Eco (p i )  quotes Pousseur as having described his work Scambi as ‘not so much a 
musical composition as a field ofpossibities, an explicit invitation to exercise choice (original italics)’.
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making, as Ricoeur says, ‘a “kinship” appear where ordinary vision perceives no mutual 
appropriateness at all.’172
Having now identified elements of McFague’s broad approach to metaphor that is a 
source of inspiration for the present context, attention can be turned to her approach to 
the parables of Jesus in order to establish the significant characteristics by which she 
designates them metaphor.173 There are five points upon which it is necessary to 
concentrate. The first is that the parables are told in secular language which, despite its 
ordinariness, can be construed as metaphorical since, McFague says, ‘metaphorical 
thinking constitutes the basis of human thought and language’.174 Secondly, the stories 
themselves offer examples of ordinary people going about their daily lives. Moreover 
and importantly, the parables ‘do not assume a believing or religious perspective on the 
part of the listeners to whom they are addressed’.175 Thirdly, the stories themselves are 
not symbolic or sacramental in form since they do not seek to portray images of a 
transcendent world not yet of harmonious connections between the world of the people 
and the world of God. On the contrary, says McFague in her fourth point, ‘they focus on 
the dissimilarity, incongruity, and tension between the assumptions and expectations 
identified with the kingdom’.176 The effectiveness of the parable rests with its disruption 
of conventional expectations of power and rule in kingdoms by the rich and righteous
172 Ricoeur, ‘Biblical Hermeneutics’ in Semeia 4, 1975: 29 -  145.
173 McFague (1982:15) acknowledges that the parables do not constitutes the only form dealing with the 
kingdom in the new Testament, choosing them ‘as the dominant genre of Jesus’ teaching on the kingdom’.
(Pl4)
174 McFague 1982: 15.
175 McFague 1982: 14 -15 .
176 McFague 1982: 15.
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over the poor and unrighteous. Subjects cover lost sheep177 and lost coins,178 yeast,179 
and local industrial relations,180 children who revolt,181 partying,182 money,183 crime,184 
and the dispossessed.185 It is through discursive, human response to relationships in the 
stories concerning mundane, everyday matters that the quality of divine life may be 
apprehended. Fifthly and finally, the parables, McFague feels, promote the idea of belief 
that is ‘on a continuum with being human’ and ‘to be a human being is to interpret... to 
make judgements concerning similarity and difference, to think metaphorically.’186
With these five characteristics of parable in hand, it is now possible to examine whether 
there is any correlation between the argument for parable as metaphor and the notion of 
design as metaphor as embodied in ecclesiastical vestments with reference to items from 
the portfolio made in tandem with and in illumination of this research. First, if the fabric 
and thread are taken as an already composed form (spun and woven fibre) parallel in 
textile art to that of the word (inscribed in ink on paper), then the adjective common to 
both is ‘ordinariness’. Ricoeur actually likens written language as a literal work of 
discourse to a literal work of art in that they are both, he says:
categories proper to the world of production and labour. To impose a form upon a 
material, to subject a production to specific code, to produce those unique 
configurations which assimilate a work to an individual and which we call a style,
177 Luke 15 w  3 -  7.
178 Luke 15 vv 8 -  10.
179 Matthew 13 w  33 -  35, ‘The Parable of the Leven’.
180 Matthew 19 w  1 -  16., ‘The Parable of the Labourers in the Vineyard.’
181 Luke 15 w  1 1 -1 5 , ‘The Parable of the Prodigal Son’.
182 Luke 14 w  7 -  14, ‘The Parable of the Marriage Feast’.
183 Luke 19 vv 11 -  27, ‘The Parable of the Talents’.
184 Luke 20 vv 9 -  18, ‘The Parable of the Wicked Tenants’.
185 Luke 16 v 1 9 -3 1 , ‘The Parable of the Rich Man and Lazarus’.
186 McFague 1982: 65.
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these are ways of considering language as a material to be worked and formed 
(author’s italics).187
If the parables find their expression through the simplicity of day-to-day language and 
every day objects such as coins and sheep which it names, then the designs for the 
vestments find their own powerful expression in a similar way. The fabric and threads 
which are the vehicle of the design are widely available on the open market, not being 
simply the prerogative of exclusive, ecclesiastical sources. The form this material then 
takes derives much of its strength from the fundamental aspects of line and colour and, 
as with the words of the parable, it is through the manner in which these are 
imaginatively engaged, assembled and associated that any significance may begin to 
emerge. It is possible at this stage to talk of the material as the medium in the same way 
that Ricoeur is able to talk about writing ‘as the ordinary mediation of the modes of 
discourse which constitute literature’ as opposed to ‘writing as such’.188 Again like the 
parables, any special qualities that eventually become attributed to the completed work, 
arise out of the artist’s ability to arrange, and more significantly to form the ordinariness 
in an imaginatively creative way. In other words, material becomes medium.
For instance, the set of white, festal vestments, Jubilate [Figs. 25 - 36], relies on line 
which thrusts upward and outward and is supported by a burst of colour, rising 
dynamically from a source of rich yet sombre, purplish blues through pink to sparkling 
gold. As with the actual stories in the parables, it is not with the mundaneness of the 
basic elements of line and colour as objects that their attraction lies, but in the
187 Ricoeur in ‘Biblical Hermeneutics’, Semeia 4, 1975: 68.
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relationships that they hold within and between them. In an art context and in a context 
of written discourse, it is the quality of how line, colour and word are used and placed 
that effects the idea of relationship at all. Beads, for example, may be arranged in a line 
and remain unexceptional, and it is only through a special kind of arrangement that they 
become a necklace. It has already been noted how Rothko’s Untitled (Number 13) 
consists of the fundamentally unexceptional elements of two rectangles presented on 
canvas in yellow white and red, but it is the manner in which these elements have been 
conceived and composed that makes them pregnant with extraordinariness. [Fig. 12] 
Only when the ordinariness of the material is manipulated creatively into expressive 
form does it become an agent in the process of unfolding meaning.
With regard to the second issue highlighted above in McFague’s theory, as the stories of 
the parables concern the ordinariness of daily life, so the vestments constitute the kind of 
non-specialist work of ordinary hands. They take shape through the use of very basic 
techniques -  running stitch, appliqué and work on the domestic sewing machine -  all of 
which are reasonably familiar to, if not in common usage in ordinary domestic life. 
None of these aspects requires, demands or assumes a ‘believing or religious 
perspective’ in the viewer.
If any tenuity might be seen to exist in the argument so far in the illumination of 
relations between the conception of parable above and the author’s conception of her 
own designs, this is most certainly not the case with regard to the third point on 
‘symbolic and sacramental form’. It is acknowledged at the outset that the often
188 Ricoeur 1976: 34.
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impromptu telling of parables, while it exists in space and time, is not subject to 
limitations of time and place. By contrast, the purpose and role of vestments is uniquely 
to enhance spiritually the performance of religious ceremony.189 Yet, neither the 
vestments nor their designs, however, are sacramental in themselves. The designs of the 
particular pieces under scrutiny here, like the parables, make not even the slightest 
allusion to conventional symbols of a divinely conceived world. There are, for example, 
no crowns of thorns, doves, ears of com, chalices, fish or even crosses. Instead, like the 
parables, the designs take their inspiration from broadly theological sources which hold 
as powerful ramification in the secular domain as they do in the religious. Both invite 
the audience to invest and pursue an amount of innate curiosity and propensity for 
debate as to the balance of meaning. Where the parables concern themselves with the 
quality of life, addressing issues of largely ethical and moral190 pertinence, the designs 
for the vestments explore the pathway of life’s adventure and the obstacles encountered 
on the way - light and dark, sadness and jubilation, hope and despair. At this point, the 
issue of metaphor really can be said to become significant.
It is precisely because the designs for vestments do not display conventional or 
sacramental images (that is to say, images that may be conceived as ‘dead’ metaphors) 
as just described that they do ‘disrupt’ conventional expectations. Rather than imposing 
on the observer an orthodox image, they challenge the viewer with their newness,
189 See the video ‘Vestments in performance’ contained in Volume II of this thesis.
190 Breslin 1993: 308. In a pamphlet entitled ‘An Interview with mark Rothko’ Katherine Kuh, art critic 
and curator at the Art Institute of Chicago, recorded not a conversational exchange with Rothko, but an 
exchange of letters. Breslin records that Rothko remained ‘guarded and scrupulous’ about his work but, 
while he did not expand on his argument, he identified his involvement as ‘primarily moral’ rather than 
historical or technical writing :’Rather than create the pretence of answers to questions which either
137
immediately stimulating question, moving thinking on in place of holding it still. They 
do have the power to ‘rally the imagination and emotion as well as the intellect’.191
An example here might be the green frontal, Pathway, designed and made by the author 
for the Priory Church of St Mary, Lancaster. [Figs. 21 -24 ] Here, there is no image by 
which the viewer might be traditionally invited to contemplate the church’s season of 
Trinity. There are no tightly conceived images of three interlocking devices, be they 
circles, fish or triangles. There are no static representations of com or grapes with 
intimations of divine nourishment, nor yet are there images of an Eden with luscious 
fruits and serpents lurking ready to inflict a caustic reminder of greed and lust.
The design Pathway concentrates on the pattern of life and is much more freely open to 
interpretation. Guided only by the title, the viewer is challenged by the design to enter 
into its dynamic and explore for themselves all the possibilities, all that it might possibly 
be seen to reflect of the viewer’s own experience. The pathway, as it negotiates routes 
forward through the archipelago of staging posts, invites deeper reflection upon choices 
made and choices waiting for the choosing without threat of external, divine judgement 
or closure. [Figs. 22 - 24] This design builds on the idea of the open space that is 
discernible in the foreground of the well-known Rublev icon of the Trinity, leaving 
room for the viewer, however tentatively, to be welcomed into the conversation.
should not be answered or which are essentially unanswerable, I would like to find a way of indicating the 
real involvements in my life out of which my pictures flow and into which they return’.
191 Buttimer 1982: 90. Quoted in Barnes and Duncan 1992: 10.
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This leads directly into the fifth and final point. Like the parables, the designs for the 
vestments are not concerned with images of some grand, meta-narrative nor with a 
pattern of dictatorial, pre-conceived truths. The designs manifest an openness which 
invites the viewer, in the first instance, to uncover avenues of meaning relevant to 
themselves in terms of normal day-to-day language. To see, for instance, the motif on 
the Putney cope as pebbles in a pool [Fig. 7] or the motifs of Jubilate [Fig. 28] as 
champagne flutes or golf tees, is totally on a ‘continuum with being human.’192 These 
analogies are far removed from the original ideas in the artist’s mind, but they do access 
imaginatively the unspoken idea193 - a feeling for celebration and forward thrust from an 
alternative, but viable, existential and animated viewpoint. As Collingwood put it:
The artist, when he has made his tune ... may sing or play it aloud, or write it down, 
and thus make it possible for others to get into their heads the same thing which he 
has in his. But what is written or printed on music-paper is not the tune. It is only 
something which when studied intelligently will enable others ... to construct the 
tune for themselves in their own heads.194
In order to enter into the conversation, the viewer is beginning to ‘interpret’ via personal 
experience, making ‘judgements concerning similarity and difference’, and thinking 
metaphorically.
Thus, when the viewer can be seen as engaging with a work of art in this way, he may 
also be seen to be engaging with theology, or as George Pattison appears to believe, with 
a ‘theology of art’. In his book, Art, Modernity and Faith Pattison writes eloquently of 
his belief that:
192 See this thesis, Chapter 5: 180.
193 Langer 1957a: 259.
194 Collingwood 1958: 134- 135.
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The processes of seeing are of irreducible value in human life and that they must on 
this account continue to be characteristic of the human subject when he or she is 
caught up in the processes of redemption. This involves moving away from 
traditional metaphysical perspectives towards a more dynamic, relational and 
historical way of looking at things, which can ... be said to represent better the 
characteristic language of the Bible itself. From this point of view, the meaning of 
the work of art (or, perhaps better, the presence of the work of art) is not reducible to 
the play within it of some higher level of meaning or being. It is rather an aspect of 
the concrete prolepsis, or interruption into presence, [which is what the textile pieces 
do] of an act of redemption whose fulness lies in the future which is nonetheless 
completely itself in its every manifestation [which is the movement of metaphor and 
the dynamic of the visual image]. The familiar dualities of image and idea, natural 
form and transcendent truth are no longer relevant in this context. What is more to 
the point, is whether what we think, feel, see, say, do or make enhances our capacity 
to affirm ourselves, our fellow human beings and our world as “God’s good gifts in 
creation’. To the extent to which we are able to make such affirmation we stand 
already within the circle of redemption and of the fulfilment of the original 
judgement on creation: that God saw that it was good. Such movements of aesthetic 
enhancement of life constitute an awakening of the lure to participate in the divine 
dance “from glory to glory advancing” [as the movement of metaphor as a motion 
toward wholeness and fulfilment] -  and this is no less when the content of such a 
movement is predominantly sensuous and material.195
It is now pertinent to return to McFague and to what she believes is the aim of 
‘metaphorical theology’. This, she says:
is to envision ways of talking about the relationship between the divine and the 
human which are non-idolatrous but relevant ways: ways which can be said to be 
true without being literal; ways which are meaningful to all peoples, the traditionally 
excluded as well as the included.196
In its openness and its tentativeness and its challenge to the viewer to engage with the 
questions why, what and how, the green frontal. Pathway, [Fig. 21] appears to make not 
an insignificant contribution to a theology where metaphor is acknowledged as a major 
component. By engaging with a visual presentation of ‘pathway’ and its ‘is and is 
not’,197 the power of the eye and mind can be dynamically enjoined in reflection and
195 Pattison 1991: 135. See also Second Edition, 1998: Chapter 10, ‘Seeing is Believing’.
196 McFague 1982: 28.
197 Ricoeur (1986: 7) writes of the aspect of ‘is and is not’ in conjunction with fiction and redescription: T 
conclude that the “place” of metaphor, its most intimate and ultimate abode, is neither the name, nor the
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contemplation of what it means to face up to and learn from the continually unfolding 
challenge of life.
Metaphor, it was established at the beginning of this chapter, is ubiquitously promoted 
as the most significant means by which it is possible to touch and to begin identification 
of unfamiliar otherness. It is a form of ordinary, everyday language as much in the 
hands of the ordinary person as of the poet and the priest. For Ricoeur writing in 1971, 
ordinary language was becoming of increasing significance to philosophy for two 
reasons. First, he says:
The variability of semantic values, their sensitivity to contexts, the irreducibly 
polysémie caricature of lexical terms in ordinary language, these are not provisory 
defects or disease which a reformulation of language could eliminate, rather they are 
the permanent and fruitful condition of the functioning of ordinary language.
And secondly:
Ordinary language now appears ... following the work of Wittgenstein and Austin, to 
be a kind of conservatory for expressions which have preserved the highest 
descriptive power as regards human experience, particularly in the realms of action 
and feelings ... the recapturing of the intentions of ordinary language experiences 
may become the major task of a linguistic phenomenology, a phenomenology which 
would escape both the futility of mere linguistic distinctions and the unverifiability 
of all claim to direct intuition of lived experience.198
Metaphor is, as McFague believes, the form of the everyday language which Jesus used 
to identify the pattern of ethical and moral issues pertaining to life in what can only be 
really described as the ‘virtual’ kingdom of God. Moreover, in the opening comments to 
his book promoting the value of ‘ordinary language, or “democratic” philosophy’ which
sentence, nor even discourse, but the copula of the verb to be. The metaphorical ‘is’ at once signifies both 
‘is not’ and ‘is like’. If this is really so, we are allowed to speak of metaphorical truth, but in an equally 
‘tensive’ sense of the word ‘truth’.
198 Ricoeur 1986: 321 - 322.
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leads to what he calls a new ‘Life theology’, Cupitt finds that ‘ordinary language is the 
best radical theologian’ for ‘did not philosophy begin with conversation in the market 
place?’ 199
By highlighting McFague’s key features of parable as metaphor and then drawing 
parallels with the design of the vestments in question, it has been shown how it is 
possible to name metaphor as the semantic currency common to both. Like the parables, 
the designs for the vestments do not start with a symbol of an ideal, metaphysical reality, 
but with an ‘image’ of apparently mundane pertinence. By this means, the designs, like 
the parables, do not give answers, but rather invite all who desirously attend to them to 
participate in the on-going push at the boundaries of religious conception and artistic 
meaning.
199 Cupitt 1999: 102 and Foreword
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5‘Into the Soil of Lived Experience’1:
The Appropriation of Text
In its search so far for a possible theory to accompany the author/artist’s portfolio of 
creative work, the thesis has sought to illuminate aesthetic and theological significance 
by recourse to examples of the radical approach to painting by Rothko and to the writing 
of Cupitt. By presenting the proposed argument in the visual form of a pragmatic, 
conceptual model, (which in Ricoeur’s more lyrical terminology becomes a ‘symphonic 
structure of. . .  segmental sections’2), it became possible to see at a glance the aesthetic, 
relational elements of the tripartite, intertextual argument. Examination of these 
elements led to the identification of the enigmatic area enclosed by the triangular format 
(Chapter 1: fig.v) as representative of ‘meaning’ for which an understanding was sought 
by recourse in Chapter 3, to the hermeneutical theory of Ricoeur and his three initially 
distinct, but ultimately inter-reliable levels of interpretation -  the naïve level, the critical 
level and the reflexive level.
1 Reagan 1979: 92.
2 Ricoeur 1976: 85.
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Of crucial importance to Ricoeur in his exposition of an understanding of ‘meaning’ is 
the role of metaphor, which he sees as the key to unlocking meaning-embodied3 in ‘text’ 
and offering the potential for new self-understanding. The preceding chapter of this 
thesis sought to highlight how, for Ricoeur and other literary critics, and including the 
author/artist, this new self-understanding does not emerge from a meeting of the mind of 
the reader/viewer4 with that of the author/artist which is the ideal of a romanticist 
hermeneutic. On the contrary, new self-understanding is seen as issuing from the world 
opened up5 and projected by the text itself, an virtual world common to neither writer 
nor reader. As Ricoeur is at pains to point out, the intention of the author is often 
‘beyond our reach’,6 ‘sometimes redundant, sometimes useless, and sometimes even 
harmful as regards the interpretation of the verbal meaning of his work.’7 Even though 
misunderstanding of a ‘text’ is ‘possible and even unavoidable’,8 understanding (or
3 Reid 1986: 62.
4 For Sartre (1950: 30), reading seems to be ‘ the synthesis of perception and creation’. In the footnote to 
this statement (p 47, note 1), he links the attitude of the spectator to a work of art, be it a painting, statue or 
symphony for example, and then continues in the main text: ‘The object is essential because it is strictly 
transcendent, because it imposes its own structures, and because one must wait for it and observe it; but 
the subject is also essential because it is required not only to disclose the object (that is, to make it possible 
for there to be an object) but also so that this object might exist absolutely (that is, to produce it). In a 
word, the reader is conscious of disclosing in creating, of creating by disclosing.
5 Domisch, ‘Symbolic Systems and the Interpretation of Scripture: An Introduction to the Work of Paul 
Ricoeur’, mSemeia 4 1975: 10.
6 Ricoeur 1976: 75.
7 Ricoeur 1976: 76.
8 Ricoeur 1976: 76. Ricoeur (1976: 79) continues later: ‘if it is true that there is always more than one 
way of construing a text, it is not hue that all interpretations are equal. The text presents a limited field of 
possible constructions. The logic of validation allows us to move between the two limits of dogmatism 
and scepticism. It is always possible to argue for or against an interpretation, to confront interpretations, 
to arbitrate between them and to seek agreement, even if this agreement remains beyond our immediate 
reach’. An example of this was given by Clive Bell writing about the connection of ideas in Picasso 
whom he sees as a poet alongside Mallarmé and Eliot. For Picasso, writes Bell, it was very important that 
his viewer made connections in order not to miss the full significance of his art. Bell writes: ‘happily in 
Cahiers d ’Art we find one of those examples, too rarely found in works of aesthetic exegesis, which 
themselves easily understood, help us to understand things more difficult. Picasso wrote this line: “le 
eigne sur le lac fait le scorpion à sa manière”. A friend asked him what he had in mind. The artist picked 
up a pen and scribbled on the back of an envelope a swan floating on sleek water which reflects exactly 
the bird’s long sickle-shaped neck. Anyone who will make the experiment for himself will perceive that
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comprehension as it is in its more sophisticated mode9), is the mental state awakened 
through the culmination of perceptions in ‘non-physical and properly semantical space, 
which the text has carved out by severing itself from the mental intention of its author.’10
It is pertinent to note here that while an autonomous work may become detached from 
the mental intentions of its creator, it is arguable that the author/artist does not become 
totally separable from the work. Summing up his theories of the ‘open work’, with 
regard to music but none-the-less with repercussions for art, Eco has this to say:
The ‘work in movement’ is the possibility of numerous different personal 
interventions, but it is not an amorphous invitation to indiscriminate participation. 
The invitation offers the performer the opportunity for an orientated insertion into 
something which always remains the world intended by the author.
In other words, the author offers the interpreter, the performer, the addressee, a work 
to be completed. He does not know the exact fashion in which his work will be 
concluded, but he is aware that once completed, the work in question will be his 
own. It will not be a different work, and, at the end of the interpretative dialogue, a 
form which is his form will have been organized, even though it may have been 
assembled by an outside party in a particular way that he could not have foreseen. 
The author is the one who proposed a number of possibilities which has already been 
rationally organized, oriented, and endowed with specifications for proper 
development.11
Because the author/artist is the initiator of the idea, the creator without whose inspiration 
and industry the work could simply not exist, the work itself stands as evidence of those 
original concepts which are embodied within it. If the artist were to be ‘available for 
questioning’,12 then the choice would be there to respond or not.13 The situation is more
he has designed the image of a scorpion in the swan’s manner’. Bell in ‘Picasso’ in ‘Miscellany’ in New 
Statesman and Nation, 30 May 1936: 857 -  858.
9 Ricoeur 1976: 74.
10 Ricoeur 1976: 76.
11 Eco 1989: 19.
12 Ricoeur 1976: 30.
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that the author/artist has become ‘mute’, to use Sartre’s terminology.14 The author/artist 
has become a ‘silent’ partner, but while his voice may be stilled,15 he is never entirely 
absent,16 a thought that was absurd to the literary theorist, Mikhail Bakhtin.17 In his 
book, Problems o f Dostoevsky’s Poetics18, Bakhtin examines the differences between 
the works which, in his opinion, deny equal rights of other consciounesses,19 and 
polyphonic works which are the converse. He believes that ‘the consciousness of the 
creator’, with regard to Dostoevsky, ‘is constantly and everywhere’20 profoundly active, 
but not in the sense of explaining and moulding ideas. Bakhtin applauds Dostoevsky for 
being consciously aware of ‘someone else’s living, autonomous consciousness’, 
constantly ‘questioning, provoking, answering’ the other, in the full sense of dialogic 
activity.21
13 Callum limes, winner of the Natwest Art Prize, June 1998 for his series ‘Exposed Paintings’, has come 
to the decision that, after years of trying to strip his colour field painting of the figure from his painting, 
even to the extent of attempting to deny that a work was produced even by hand, he no longer feels the 
need to deny his part in the creation of his work. Charlotte Mullins, ‘Suited and Muted’ in The 
Independent on Sunday, 16 May 1999: 3.
14 Sartre 1950: 3.
15 Dore Ashton (1983: 121) attributes this word to the French symbolist poet Mallarmé who believed that 
if a poem was to be ‘pure’, then the voice of the poet must be silent in order to allow the words to take on 
their own initiative and free the meaning captive within the poem itself. This was an idea also taken up by 
Merleau-Ponty.
16 Bakhtin 1984. In the introduction to this book, Wayne C Booth promotes Bakhtin’s theories by 
comparing them with those of Aristotle, James Joyce and Jane Austin. Booth writes: ‘It is clear that any 
rhetoric of fiction becomes transformed in this view [Bakhtin’s], from what it will be if we begin with an 
Aristotelian interest in form and function. In the finest fiction, the author’s technique will not be 
marshalled to harmonise everything into a single unified picture and to aid the reader to see that picture; 
the unity of the work will not be identified with the total choices of the implied author -  the sum of James’ 
choices, the ultimate impact of Austin’s voice. The author will have “disappeared” from the work in a 
manner far different from what was meant by Joyce when he described that poseur backstage, like God 
impassively viewing his handiwork and presenting his drama with pretended indifference, “silently paring 
his fingernails”. Techniques will be viewed as performing their highest service by preserving the 
autonomy of the novel’s characters’.
17 Mikhail Bakhtin (1895 -  1975) was a leading Russian literary theorist, whose work was first published 
in the 1920’s and who had to withdraw from active literary life for political reasons. He was rediscovered 
during his lifetime and became a leading philosopher of language and theoretician of the novel.
18 Bakhtin 1984.
19 Bakhtin 1984: 292.
20 Bakhtin 1984: 6 7 -6 8 .
21 Bakhtin 1984: 285.
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The concept of ‘dialogic activity’ will be considered in more detail shortly, but for the 
moment, it is necessary to pursue further the role of the participating22 reader/viewer in 
dialogic relationship with a work, for as Bakhtin suggests, dialogic relations presuppose 
directionality and ‘a communality of the object of intentions.’23
It is suggested that the apprehension of reference peculiar to the autonomous text is not 
achieved without subjective struggle which arises according to Ricoeur, because of ‘a 
general problem of distanciation’24 where distanciation is for Ricoeur, an 
‘hermeneutically important consequence’ of the autonomy of the ‘text’:
Distanciation is not the product of our methodology and therefore is not something 
added and parasitic, rather it is constitutive of the phenomenon of the text as written. 
At the same time, it is also the condition of interpretation. “Distanciation” is not 
only what understanding must conquer, but also its condition. We are thus ready to 
find between objectification and interpretation a relation much less dichotomizing 
and consequently much more complementary than that instituted by the Romantic 
tradition.25
If the reader/viewer can be said to have participated in the hermeneutical process as 
proposed by Ricoeur, if they have subjected ‘text’ to the rigours of exegesis and literary 
criticism as well as having followed indicators from sense to reference/world-of-the- 
text,26 then all the time the meaning of a ‘text’ is journeying beyond that of the ‘text’s’
22 Gombrich also believes in the participation of the viewer/reader with a work of art. He writes (1981: 
18): ‘Art demands involvement, or else it turns into artefacts. You may like genre painting or hate it, you 
may be partial to Van Gogh or find that Poussin speaks more immediately to you. In any case you can 
always find new idioms, new masters, new works which offer you new nuances of seeing, of feeling of 
human sympathy. The portraits of Rembrandt, the landscapes of Claude, the dreamy whimsicalities of 
Paul Klee, there is always more for the responsive mind, not only to know, but to absorb and assimilate.’
23 Bakhtin 1984: 292.
24 Ricoeur 1976: 43. The word ‘distanciation’ tries to capture the abstraction of separated spatial 
positioning. Ricoeur offers ‘atemporalisation’ as an alternative (p 93).
25 Ricoeur in ‘The Hermeneutical Function of Distanciation’ m. Philosophy Today, 1973: 133.
26 See this thesis, Chapter 2: 94.
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original impact. The ‘text’, be it a work of art or discourse27 becomes objectively 
estranged in spatial and temporal terms but this process equally fulfils ‘our need, our 
interest and our effort’ to overcome. Distance is not an alienation. As ‘productive 
distance’28 it is for Ricoeur, the complimentary dynamic, ‘the principle of a struggle 
between the otherness that transforms all spatial and temporal distance into cultural 
estrangement and the ownness by which all understanding aims at the extension of self- 
understanding.’29
With this appearance of the expression ‘self-understanding’ there arises the issue which 
is, for Ricoeur, the ultimate aim of all interpretation theory and one which he expounds 
in the final chapter of Interpretation Theory. What he calls elsewhere ‘the 
hermeneutical concept par excellence’,30 is the concept of appropriation which 
constitutes the final aspect of the research model to be considered and which is indicated 
by the all-enveloping space of the outer cylinder (Chapterl : fig. vi)
Appropriation is, following Ricoeur’s explanation, the means by which to ‘rescue’31 
meaning of the text from its aloof and offshore dwelling through an existential process. 
In other words, this is ‘to “make one’s own” what was previously “foreign”.32 The 
reader/viewer has allowed the mind to be led by the metaphoric and dynamic powers of 
the ‘text’ to the point at which a possible and new way of looking at whatever is 
disclosed. In Ricoeur’s hermeneutical theory, this is the ‘genuine referential power of
27 Ricoeur 1976: 43.
28 Reagan 1979: 107.
29 Reagan 1979: 107.
30 Ricoeur in ‘The Hermeneutical Function of Distanciation’ in Philosophy Today, 1973: 141.
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the text’.33 The final event then occurs when reflective reading/viewing ‘yields’ to 
interpretation and through an event of the present moment, new meaning is brought back 
‘into the soil of subjective lived experience.’34 The self might be said to understand 
itself through reciprocity.35 This is a crucial concept by which is meant that meaning 
accrues meaning, and returns to ‘itself charged. Meaning is not ‘one-way’. This does 
not equal that.36 There is a building up and a binding together, a dynamic that can only 
be described as the ‘movement’ of meaning between, as Sartre puts it, ‘the word which 
is lived and the word which is met’. What is perceived returns as immanent perception, 
clothed in a new dynamic, carrying what was, what is, and what is yet to come. Again 
according to Sartre, this is the outcome of the consciousness of the human being, ‘the 
consciousness that human reality is a “revealer”, ... that man is the means by which 
things are manifested.’37 Sartre warns, however, that ‘nothing is accomplished if the 
reader [interpreter] does not put himself from the very beginning and almost without 
guide at the height of [the] silence.’38 Nothing is accomplished, he continues:
If he [interpreter] does not invent it [meaning] and does not then place there, and 
hold on to, the words and sentences which he awakens. And if I am told that it 
would be more fitting to call this operation a re-invention or a discovery, I shall 
answer that ... such a re-invention would be as new and as original as the first 
inventions.39
31 Ricoeur 1976: 43 & 89.
32 Ricoeur 1976: 91.
33 Ricoeur 1976: 92.
34 Reagan 1979: 19. Also Ricoeur 1976: 15 -  16.
35 Witkin 1976: 1 2 -1 3 .
36 McFague 1982: 16.
37 Sartre 1950: 26.
38 Sartre 1950: 26.
39 Sartre 1950: 3 0 -3 1 .
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The esoteric identities within the moment of interpretation lead the literary critic Frank 
Kermode, in his book The Genesis o f Secrecy,40 to use the term ‘divination’ in 
designating this point of discovery or ‘impression point’41 and he indicates the 
difference between the pre- and post-hermeneutical positions as being between the 
‘carnal’ and the ‘spiritual’. In a manner perfectly embodying the concept of reciprocity 
and the possibility that things might be other than they appear, Kermode writes:
Once free of the constraints of simple primary sense, we begin to seize on those more 
interesting -  let us say spiritual -  senses that failed to manifest themselves in the 
course of a, let us say, carnal reading. Carnal readings are much the same. Spiritual 
readings are different. Speculation thrives: we each want to say something different 
about the same text. Nor is there a foreseeable end to the things that might be said; 
one divination breeds another.42
What is emergent from the text is something non-synonymous with but, to use 
Kermode’s term, ‘in excess o f the existential horizon of the author since the horizon of 
the other (reader/viewer) is drawn into the equation, thus stretching out further the 
horizon unique to ‘text’ itself.43 The emergent idea is not, as Ricoeur repeatedly warns, 
in any way concerned with a kind of person to person appeal.44 It is bom in the virtual 
space of the merging horizons of creator and interpreter and can be ‘to understand the
40 Kermode 1979.
41 Kermode 1979: 16. In using the term ‘impression point’, Kermode here acknowledges that he is 
following Dilthey.
42 Kermode 1979: 9.
43 Ricoeur 1976: 93. Ricoeur is using the word ‘existential’ in the Sartrian sense, as defined in 
Existentialism and Humanism (Sartre, 1948). For the existentialist, whether of the Christian or atheistic 
camps, the overriding belief is that 'existence comes before essence' (p 26) and that all human life begins 
from the subjective -  that is to say, ‘man is nothing else but that which he makes of himself, and 
knowingly propels himself forward towards a future. He is entirely responsible for the purposeful creation 
of his own existence. He has the freedom to ‘choose himself but in so doing, he chooses for ‘mankind as 
a whole’(p 29). As Sartre puts it: ‘In fashioning myself I fashion man’ (p 30). Moreover, the element of 
choice both precedes and feeds phenomenological perception. To take Philip Mairef s example in his 
introduction to Sartre’s lecture (p 13), a viewer, in engaging with an image, may perceive that image as a 
black Maltese cross on a white background or as a white, four-petalled flower on a black ground. 
Perception is bom of the experience and identity of the perceiving subject and returns to it in existential 
fulfilment. As Mairet says, perception of the flower image would be more likely to pertain to a gardener 
than to the military man, who for his part might be more likely to perceive the cross.
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“author” better than he could understand himself.’45 At this point the reader/viewer can 
be said, however unknowingly, to embrace within themselves, the very qualities 
ascribed to the creative artist, whose work, as Kandinsky has said, ‘is bom ... in a 
mysterious and secret way.’46 Indeed in the spirit of Sartre, Reid wrote, with particular 
reference to music, of his belief in the close ties between the interpreter and the creative 
artist:
The interpreter is an artist and if he is gifted enough he can, and should, add to what 
the original artist left behind him. He too is a creator. Every mature interpretation of 
art is also a personal reconstruction, and the first-rate exponent not only helps us to 
apprehend better what the original composer discovered in his art, but by his own 
recreation of it brings something into the world. (The process does not of course end 
there, because each one of us in listening [or looking] has to reconstruct for 
himself).47
The new idea, like the work of art, gains from its creator a ‘life and being’ with a 
‘definite and purposeful strength’ to lay another stone in the bridge over the ‘chasm’48 
between the known and the unknown. Here, the significant role of the self49 or T  in the 
apprehension and appropriation of new meaning is aptly revived. In this instance, 
however, concern rests specifically with the reader/viewer whose T , to make a pertinent 
repetition of Klemm, can be said:
44 Ricoeur 1976: 93.
45 Ricoeur 1976: 93.
46 Kandinsky 1977: 53. (Original publication 1914).
47 Reid 1961: 61.
48 Kandinsky 1977: 54.
49 It would go too far beyond the bounds of this thesis to engage with research on the first person, apart 
from the discussion already developed, but it is relevant to note here that Klemm’s views expressed above 
engage with the functional role of the reader/viewer. In their book What is Philosophy?, Deleuze and 
Guttari (1994) take up and develop the idea (original to Deleuze himself), of the “I” as a set of possible 
worlds, and the first person operates to recognise possible extensions or existential expansion of personal 
identity through the device of ‘imaging.’
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[to] recognise[s] its estranged self there in that [new] image insofar as it is the figure 
on which that mode of being appears. “I” can appropriate that mode of being to the 
extent that it can bring about my essential being in spite of the conditions of 
existential split and fault. The enabling power is direct appearance of the self to the 
self, and the interpretation of this event allows the selfs return to the self in 
conscious self. The “I” who reads hermeneutically encounters in what is initially 
not-I the figure of “new-being” ... and recognition.50
For some, this re-emergence of the T  here in terms of the reader/viewer, might arouse 
the objection that the appropriation of meaning in a text is constrained ‘under the empire 
of the finite capacities of understanding’ in the reader.51 Ricoeur rebuts this argument 
however, on the grounds that such a criticism reinforces the adage that in order to 
‘understand’ we must ‘believe’ which, in the light of his hermeneutic, would lead only 
to a projection of the prejudices embraced by his levels of pre-understanding. It is 
essential, he says, to keep in mind that ‘what is “made one’s own” is not something 
mental, not the intention of another subject, presumably hidden behind the text. But the 
projection of a world, the pro-position of a mode of being in the world that the text 
opens up in front of itself by means of its non-ostensive references.’52 This is not a 
question of self-mastery and the imposition on a text of that which is already known. It 
is much more to do with the dynamic of the self and a question of the interpreter being 
open to the ‘disclosure of new modes of being ... new forms of life’ by which the reader 
‘is enlarged in his capacity of self-projection’ through a willingness to receive what a 
‘text’ has to offer.53 In drawing his Interpretation Theory to a close, Ricoeur in fact 
turns the concept of the ego on its head. Appropriation, in his view, is not food for the 
all-consuming ego, but something to the contrary. To his way of thinking:
50 Klemm 1983: 157.
51 Ricoeur 1976: 93 -  94.
52 Ricoeur 1976: 94.
53 Ricoeur 1976: 94.
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Appropriation ... ceases to appear as a kind of possession, as a way of taking hold of 
things; instead it implies a moment of dispossession of the egoistic and narcissistic 
ego. This process of dispossessing is the work of the kind of universality and 
atemporality emphasised in explanatory procedures. And this universality in its turn 
is linked to the disclosing power of the text as distinct from any kind of ostensive 
reference. Only the interpretation that complies with the injunction of the text, that 
follows the “arrow” of the sense and that tries to think accordingly, initiates a new 
self-understanding. In this self-understanding, I would oppose the self, which 
proceeds from the understanding of the text, to the ego, which claims to precede it. It 
is the text, with its universal power of world disclosure, which gives a self to the
The question now to be addressed is how, if at all, can Ricoeur’s final stage of 
interpretation be seen as aptly embracing the philosophies of the three key figures of the 
model in this thesis -  that is of Rothko, Cupitt and the author/artist?
Following the opening of the Third Exhibition o f the Federation o f Modern Artists and 
Sculptors in June 1943, Rothko, together with his fellow exhibitor Adolph Gottlieb, 
responded55 to sceptical criticisms printed in the New York Times.56 In this polemic, 
both artists refuse to enter into explanation of their ‘obscure’ paintings (which included 
two of Rothko’s mythic works The Omen o f the Eagle and The Syrian Bull), declaring 
that:
Explanation must come out of a consummated experience between picture and 
onlooker. The appreciation of art is a true marriage of minds. And in art, as in 
marriage, lack of consummation is ground for annulment.57
54 Ricoeur 1976: 94.
55 Edward Alden Jewell, ‘The Realm of Art: A New Platform and “Globalism” Pops into View’, New York 
Times, 13 June 1943, quoted in Breslin 1993: 191.
56 Edward Alden Jewell, ‘Modem painters Open Show today’, New York Times, 2 June 1943 quoted in 
Breslin 1993: 187 & Ashton 1983: 78.
57 Breslin 1993: 193.
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Here, Rothko elects to distance himself as creator of a work in favour of the viewer’s 
‘undirected and unimpeded experience’58, this being an individual and risky ‘adventure 
into an unknown world’ of the work itself, incurred in the imagination and ‘violently 
opposed to common sense.’59 This is precisely the kind of communication that Sartre, 
Reid and Ricoeur have been shown to uphold. The experience of the artist, in this case 
Rothko, cannot be entirely the same experience as that of the viewer:
What is experienced by one person cannot be transferred whole as such and such 
experience to someone else. My experience cannot directly become your experience. 
An event belonging to one stream of consciousness cannot be transferred as such into 
another stream of consciousness. Yet nevertheless, something passed from me to 
you. Something is transferred from one sphere of life to another. This something is 
not the experience as experienced, but its meaning. Here is the miracle. The 
experience as experienced, as lived, remains private, but its sense, its meaning, 
becomes public. Communication in this way is the overcoming of the radical non- 
communicability of the lived experience as lived.60
In his article The Romantics Were Prompted61, Rothko refers, almost echoing Ricoeur, 
to the ‘miraculous’ quality of a picture, declaring now that the instant a picture is 
completed:
The intimacy between the creation and the creator is ended. He is an outsider. The 
picture must be for him as for anyone experiencing it later, a revelation, an 
unexpected and unprecedented resolution of an eternally familiar need.62
In the later years, when he was working on the last of his dark paintings,63 Rothko 
became obsessive about his position vis à vis the viewer. This was a position reminiscent
58 Porter 1974: 46.
59 Breslin 1993: 193.
60 Ricoeur 1976: 1 5 -16 .
61 Article in Possibilities /, Winter 1947 -  48: 84, in Ashton 1983: 115.
62 Article in Possibilities I, Winter 1947 -  48: 84, in Ashton 1983: 115.
154
of Sartre’s existentialism, for the artist perceived himself as an ‘outsider’ with regard to 
his paintings. Barbara Novak and Brian Doherty write in the catalogue to the 1998 
Rothko retrospective of how Rothko, submitting a work to ‘his habitual and hypnotic 
stare’64 gave the impression that a painting, particularly if it was a dark painting, ‘was 
unknowable, and unknowable precisely because he could not foresee or experience the 
infinite complexions of the painting as it equivocated in different lights of the silent 
studio’.65 In a personal note in the same article, Novak and Doherty write of how, in the 
last years of Rothko’s life:
[they] spent many hours in the crepuscular half-darkness of the studio on East 69th 
Street looking at the black on gray pictures with Rothko and Rita Reinhardt, to be 
followed by dinner ... Through those long spells of looking, accompanied by long 
silences, our opinions were solicited with deceptive humility. Newly evicted from 
the paintings, Rothko shared the spectator’s puzzlement: What are these about? How 
did they come to be? Why did I make them? What, if anything, do they mean?66
By 1950, when he had already embarked upon his portalesque format of two or three 
stacked rectangles floating against a stained ground of which Untitled (Number 13) is 
one example, [Fig. 12] Rothko had largely withdrawn from making statements about his 
work in the belief that by entering into discussion inspired by his paintings, he was 
contributing to the ‘paralysis’ of his viewers’ ‘mind and imagination’.67 Then, by 1954, 
he was able to complete that withdrawal. Despite fears expressed in Tiger’s Eye in 1947
63 Rothko produced a number of ‘dark’ paintings, i e, those in dark reds, maroons, browns, blacks and 
greys from 1949 onwards, though the frequency increased with the Seagram commission of 1958 -  1959 
and the Houston Chapel commission in 1965.
64 Weiss 1998: 268.
65 Weiss 1998: 268.
66 Weiss 1998: 269, note 19.
67 Chave 1989: 188.
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about the risk68 of sending a work out into the world where it would be subject ‘to the 
eyes of the vulgar and the cruelty of the impotent’, he was now able to affirm confidence 
in the ‘expanding and quickening eyes of the sensitive observer’69 to use the pictures 
‘for the need of their own spirits. For,’ he continues,70 ‘if there is both need and spirit, 
there is bound to be a real transaction’.71 Ricoeur, it is suggested, would have approved 
of this statement, since it was his belief that:
When a text is produced not for a single addressee but for a community of readers -  
the author knows that he will be interpreted not according to his or her intentions but 
according to a complex strategy of interactions which also involves the readers, 
along with their competence in language as a social treasury. I mean by social 
treasury not only a given language as a set of grammatical rules, but also the whole 
encyclopaedia that the performances of that language have implemented, namely the 
cultural conventions that that language had produced and the very history of the 
previous interpretations of many texts, comprehending the text that the reader is in 
the course of reading.72
Principles Rothko learned from referencing the writings of the art psychologist Franz 
Cizek73 and which followed in an earlier teaching career,74 now appear to resurface with 
regard to the viewer of his own art. In the same way that Cizek advocated ‘the blooming 
and unfolding of the artist in the child’ of 19th century Vienna, Rothko seemed now able 
to trust in the ‘blooming and unfolding’ of the creative mind of his viewers and indeed
68 Ricoeur’s acknowledgement of the risk element has already been addressed earlier in this chapter. See 
Ricoeur 1976: 75 & 76.
69 Tiger’s Eye, no 2, December 1947: 44. Quoted in Breslin 1993: 233 & 606, note 12.
70 This was also noted in the Introduction to this thesis, p 6 as well as in Chapter 2.
71 Ashton (1983: 163). From Katherine Kuh ‘Mark Rothko’ in Art Institute o f Chicago Quarterly 15, 
November, 1954, p 68. There are echoes again of Sartre here. Sartre (1950), it will be recalled, links the 
role of the reader and the observer of a work of art (1950: 30) and then continues (1950: 32): ‘Since the 
creation can find its fulfilment only in reading, since the artist must entrust to another the job of carrying 
out what he has begun, since it is only through the consciousness of the reader that he can regard himself 
as essential to his work, all literary work is an appeal ... the writer appeals to the reader’s freedom to 
collaborate in the production of the work.’
72 Ricoeur 1992: 67 -  68.
73 Ashton 1983: 20.
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to advocate, as part of what Cizek had labelled ‘becoming, growing, achieving, 
fulfilment (werden, waschen, sich wollenden lassen)’,75 the wide variety of associations 
and feelings aroused according to each sensibility. If the large scale canvasses achieved 
what he hoped, then the sheer expanse of the coloured surfaces would, and indeed do, 
surround the viewer, for whom, granted willingness on their part, it is possible to 
become involved in the play of ideas embodied. Rothko explained in a publication in 
1951 that he painted large scale pictures ‘precisely because I want to be very intimate 
and human. To paint a small picture is to place yourself outside your experience, to look 
upon an experience as a stereoptic view or with a reducing glass. However you paint a 
larger picture, you are in it.’76
If being in the picture was the case for the artist, then it could also be the case for the 
viewer. This is certainly the kind of experience Ashton was able to recall after a visit to 
the Janis Gallery77 where Rothko was exhibiting. She describes not the physical 
qualities of the works, but the phenomenological sense of the ‘space’ they created that 
seemed to speak to her:78
It was much as if I had entered a remote forest on a still day with nothing stirring, 
and heard, or imagined I heard, a single faint rustle somewhere. In the paintings 
there was always some all but invisible movement that I could never quite locate but 
that seemed to pervade the whole. ... The movement Rothko created was always
74 Weiss 1998: 334. Rothko began teaching in 1929 -  two days a week to fourth grade and higher level 
classes at the Center Academy at the Jewish Center in Brooklyn.
75 Ashton 1983: 20.
76 Ashton 1983: 122. Quoted hom Interiors, vol 110, May 1951: 104.
77 Ashton 1983: 195. Date of exhibition unspecified.
78 Earlier in her biography (p 122) Ashton refers to Merleau-Ponty in Eye and Mind -  the Primacy o f  
Perception (1964: 178) and quotes from it a comment on the concept of space: T do not see it [space] 
according to its exterior envelope. I live in it. After all, the world is all around me, not in front of me ... 
The question is to make space and light, which are there, speak to us.’
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hovering, respiring, pulsing, but never wholly described. He teased79 his viewer into 
a state of receptivity and inquiry.80
This short extract is an example of how it is possible for a viewer, albeit in this case a 
highly experienced art critic and author, to yield to the event of the present moment. 
Equally, it is an example of the viewer responding to the expressive nature of the work 
of art. According to Wollheim, the viewer - in this case, Ashton -  feels the Rothko 
painting expressive of the condition described above because it corresponded with what 
she was experiencing inwardly. Moreover, says Wollheim, ‘for an object to be 
expressive in this sense there is no requirement that it should originate in the condition it 
expresses ...: for these purposes it is simply a piece of environment which we 
appropriate on account of the way it seems to reiterate something in us’.81
Ashton is perhaps also responding to, and being receptive of the reverberations82 which, 
it is proposed, bridge Sartre’s ‘void’;83 that is to say, the void between the viewer and 
the work. Such a response is not wild and anarchic, but one guided by the power of the 
paintings she beholds to interpret and appropriate meaning which is as creative, ‘as new 
and as original as the first invention’84 of Rothko himself. She has allowed herself, in a 
moment of appropriation and of ‘dispossession of the egoistic and narcissistic ego’ to 
respond to the disclosing powers of the autonomous ‘text’ of Rothko’s painting, thus
79 The word ‘tease’ is also used by Ricoeur in Interpretation Theory (1976: 96 -  97), with regard to the 
function of metaphor.
80 Ashton 1983: 195.
81 Wollheim 1980: 31.
82 Witkin 1976: 23 -  24.
83 Sartre 1950:31.
84 Sartre 1950:31-32.
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following the ‘arrow’ of its sense and initiating ‘new self-understanding.’85 Rothko’s 
paintings can be said to have become for Ashton openings, the doorways that Rothko 
claimed were for him in the making:
Neither the action nor the actors can be anticipated, or described in advance, They 
begin as an unknown adventure in an unknown space. ... Ideas and plans that 
existed in the mind at the start were simply the doorway through which one left the 
world in which they occur.86
The importance Cupitt attaches to the autonomy of the self with regard to religious 
understanding and a concept of God has already been addressed earlier in this thesis. 
Religion, and indeed the Christian religion, he believes, ‘is not metaphysics but 
salvation, and salvation is a state of the self. It has to be appropriated subjectively or 
existentially’.87 Through resorting to a process of hermeneutics, Cupitt believes88 it is 
possible to access a religious ‘text’, of which the New Testament is the prime example. 
It is possible to formulate through a text’s expression, rather than through its factual 
description, Christian categories89 which constitute ‘the complex of moral and spiritual 
values through which we shape our world, constitute ourselves, gain our identity and 
give worth to our lives’.90 Religion thus becomes for Cupitt, an ‘edifying’ philosophy 
which can be appropriated and lived out freely and functionally, not according to 
received transmission from a metaphysical other, but creatively91 in relation to the now 
of 'this contingent world, and this transitory life’92 (original italics). Put in Ricoeur’s
85 Ricoeur 1976: 94.
86 Clearwater 1984: 30. From ‘the Romantics Were Prompted’ m. Possibilities I , Winter 1947-48: 84.
87 Cupitt 1980: 43.
88 Cupitt 1980: 45.
89 For example, incarnation, resurrection, revelation salvation etc.
90 Cupitt 1984: 269.
91 Cupitt 1987: 145.
92 Cupitt 1998b: 114.
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terms, the religious enquirer must ‘yield’ not to the command of an extraneous God, but 
to the referential world of the autonomous text, ‘escaped’ as it is from its original author, 
culture and addressee93 and with the term ‘text’ referring to all that the Christian church 
represents. The religious enquirer may then access that ‘text-world’, as Jasper has been 
shown to suggest,94 through his own interpretative powers95 and, given the ability and 
desire, initiate a new self-understanding, a new mode of being.96
Where trust is placed in the freedom of the individual with integrity and spiritual 
vocation, to create a self-defined, self-directed moral order through which to relate to 
life, as Rothko appears to indicate it might97 and as Cupitt believes it should,98 the 
church then takes its place properly in the Christian tradition, as part of the ‘river of 
signs’ which:
As they flow through us, we have to take them up and make something fresh of them 
which will express our own desire. In this way everybody who personally 
appropriates Christianity and lives it does and must transmute it within his own 
body."
93 Ricoeur 1976: 93.
94 Jasper 1995:1. See this thesis, Chapter 4: 118.
95 Related to this issue is Jasper’s view on how the Bible should be read. In summarising his paper ‘How 
Can We Read The Bible?’ Jasper writes: ‘It is arguable that the emergence of a sense of “literature” not 
only diminished the role of the Bible, but exposed the limitations of how it is read and whether it is 
actually “read” at all. My whole chapter has rested on the assumption that we are at best highly corrupt 
readers, and that our education system is deeply subjected to this corruption. “Reading”, it seems to me, is 
finally a religious activity within community -  and thus to learn to read the Bible, lying as it does at the 
heart of Western culture, may be to recover in the study of literature a religious freedom which is entirely 
undogmatic, completely unevangelistic . . . ’. Jasper in Gearon (ed), 1999: 25.
96 Ricoeur 1976: 94.
97 Breslin 1993: 308.
98 Cupitt 1980: 2.
99 Cupitt 1987: 146.
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Where an individual, as self-conscious subject, can yield to and trust in the freedom of 
their own creative consciousness, even though the process100 may feel ‘as if he 
repeatedly throws a grappling hook upwards and forward and then drags himself 
laboriously towards it’,101 then Cupitt terms this, not a settled state of being, but a 
process of becoming102 - a process of growing into something new. By going out of 
itself to perceive in, and capture from, contingency that which is the not-self and 
appropriate it into the self, the self is in the process of ‘becoming’ renewed. Here 
‘becoming’ is associated with a thesis by which any new properties of personal identity 
can be introduced to modify and enlarge the person’s self. By way of illustration of this 
point, the manner in which properties of the old order are used as a foundation for the 
new is addressed by R S Thomas in his poem Becoming:
Not for long.
After the dark 
The dawning.
After the first light 
The sun.
After the calm the wind, 
Creasing the water. 
After the silence 
Sound,
Sound of the wild birds, 
And movement,
100 Cupitt’s notion of process is associated with the process of being and becoming. In 1929, A N 
Whitehead was already arguing a case in favour of ‘process’ in acknowledgment of the idea of ‘the flux of 
things’. Acknowledging a certain indebtedness to Locke, Whitehead discusses the dual aspect of fluency: 
First, concrescence being the growing together into one existent parts originally separate; second, 
transition, whereby ‘the perishing of the process, on the completion of the particular existent, constitutes 
that existent as an original element in the constitutions of other particular existents elicited by repetitions 
of process’. His argument leads him to differentiate between the ‘efficient’ process of the macroscopic 
and the ‘teleological’ process of the microscopic, between the ‘merely real’ and the ‘actual’. He 
concludes: ‘each actual entity, although complete so far as concerns its microscopic process, is yet 
incomplete by reason of its objective inclusion of the macroscopic process. It really experiences a future 
which must be actual, although the completed actualities of the future are underdetermined. In this sense, 
each actual occasion experiences its own objectivity.’ Whitehead 1929: 295 -  305.
The title for the author/artist’s set of green vestments, Eternal Present holds within it this same concept if 
it is seen as ‘processual becoming’.
101 Cupitt 1980: 163.
102 Cupitt 1980: 166.
161
The fox and the hare.
And all these at one,
Part of the tearless content 
Of the eye’s lens.
But over the sunlight 
Shadow
Of the first man.103
Cupitt perceives this process of ‘becoming’ as a creative process, embodying an 
expressionist philosophy.104 Each human being, in his view, is involved in a continual 
struggle towards personal wholeness/salvation, but, the productive, creative artistic 
effort is, he believes, salvific in itself in that it is the attempt to draw order out of 
chaos.105 Religion, that is to say a contemporary approach to religion as Cupitt 
recommends it, then becomes synonymous with the creative process since it ceases to be 
‘a distinct sphere of life, becoming instead a way of relating oneself to ... this world and 
this transitory life. Religion is now applied philosophy, philosophy appropriated and 
lived (original italics).’106 Moreover, as Bishop Rowan Williams writes, addressing 
specifically a concept of God with regard to a contemporary approach to religion, (and 
this connects back to the earlier discussion on the ego):
Religious practice claims to offer liberation: but if God is conceived as just another 
bundle of stimuli for the greedy self, and if our relationship with God takes on the ... 
character of a personal love affair (longings and raptures, rows and reconciliations), 
how on earth can it liberate?107
103 Thomas 1993: 128.
104 Cupitt 1995a: 3 - 4 .  Cupitt acknowledges his debt to philosophies of ‘process, action conflict and 
expression’ as found in Heraclitus, Nietzsche and Bataille.
105 Cupitt 1998b: 3.
106 Cupitt 1998b: 114.
107 Williams, ‘Religious Realism: ‘On not quite agreeing with Don Cupitt’ m. Modern Theology, 4, 1984. 
Quoted in Cowdell 1988: 19.
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Wherever there is a question of the renewal of the self in relation to its own existence 
and spiritual integrity, a problem arises. As it was shown to do for Ricoeur earlier in this 
chapter, the charge of egocentricism looms large if that renewal remains the property of 
the autonomous self in ‘vulgar self-affirmation. ’108 In Taking Leave o f God, Cupitt, like 
Ricoeur, defends himself against such charges since by his way of thinking, his spiritual 
destiny is:
Precisely to achieve perfect disinterestedness, and a kind of spiritual selfhood so 
different from my present natural ego that by present standards it seems almost like 
egolessness, for it is perfectly non-acquisitive, non-defensive, self-communicating 
and free. Such a spiritual objective is neither heteronomous nor vulgarly egoistic and 
man-centred.109
None-the-less, the question of autonomous problem solving with regard to religion 
appears to haunt him to the extent that by 1998, when he turns to examine the role of 
mysticism in moving his ideas beyond modernity, Cupitt finds that he is no longer able 
to be the person that Taking Leave o f God asks of him. In Mysticism After Modernity110, 
Cupitt seeks to reappraise his earlier emphasis on the autonomous self, having 
discovered that it ‘asks too much of the self, makes the self too big, lays too great a 
burden upon the self. ’111 Subsequently, in The Religion o f Being,112 Cupitt endorses this 
shift of view saying that ‘none of us is, or can be, wholly autonomous, self-made and 
monarch of all he surveys’. Since ‘human living is always highly situated ... we are 
always embedded in and related to something we need to acknowledge, (original 
italics).’113 That the individual self should continue to develop towards personal
108 Cupitt 1980: 87.
109 Cupitt 1980: 87 -  88.
110 Cupitt 1998a.
111 Cupitt 1998a: 115.
112 Cupitt 1998b.
113 Cupitt 1998b: 137.
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wholeness (salvation) remains paramount in Cupitt’s thinking,114 but subjectivity should 
now allow itself to ‘become objective’115 so that the self is in flux, both engaging with 
and merging with the world through a continual pouring out of the self into symbolic 
expression.’116
How then, it must now be asked, might it be possible to override the problems of 
egoistic subjectivity by becoming objective? If, as Cupitt argues, ‘the only way to the 
Good and to salvation is by going out into symbolic expression’, how is this achievable?
The unequivocal answer to this question for Cupitt, as it was for Sartre before him, is 
through language117 into which a person is inducted at birth and through which a person 
becomes an individual. Cupitt writes:
We think and ... we understand only language. There is no understanding of 
anything at all except the general signs that connect the here and now with other 
actual and possible occasions. All perception involves the activation of words, 
through which I recognise what I am looking at. ... Language, human language, is 
the ubiquitous, subtle, free-ranging formative and vitalising “principle” that moves 
over everything. It is outsideless, it is everywhere.118
Part of Sartre’s agenda, as spelled out in What is Literature?}19 is that language has 
significance only insofar as it is a function of action and is a project for action:
[Language] is our shell and our antennae; it produces us against others and informs 
us about them; it is a prolongation of our senses, a third eye which is going to look 
into our neighbour’s heart. We are within language as within our body. We feel it 
spontaneously while going beyond it towards other ends, as we feel our hands and
114 Cupitt 1998b: 3.
115 Cupitt 1995b: 41.
116 Cupitt 1995b: 47.
117 Cupitt 1998c: 32. Cupitt includes ‘specialized, artificial sign-systems’ in his definition of language 
besides natural language.
118 Cupitt 1998c: 32.
119 Sartre 1948.
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our feet; we perceive it when it is someone else who is using it, as we perceive the 
limbs of others. There is the word which is lived and the word which is met. But in 
both cases it is in the course of an undertaking, either of me acting upon others, or 
the others upon me. The word has a particular moment of action and has no meaning 
outside it (original italics).’120
Cupitt rejects any notion of two separate worlds, that is of our world and the world. For 
him the humanly constructed world is the only world to be known and this has become 
known because of the human being’s linguistic ability to give form or ‘concrete 
expression’121 to ‘pure contingent forthcomingness, possibility waiting to be 
actualised.’122
That which is initially not concretised is identified by Cupitt (in full knowledge of 
centuries of intense philosophical argument on the subject) as Being and defined, (as 
previously noted in Chapter 4 of this thesis), not as ‘substance’123 but as an ‘unthinkable 
unthing prior to language, a non-word Being, pure outpouring, slipping, formless, 
malleable contingency. Pure random, pure flitting, as dance of possibility in the 
Void.’124 Being he says, is presupposed by language but disappears once it is grasped, 
formed into some particular thing and appropriated into human knowledge. To call 
again upon Klemm’s terminology used earlier in this chapter, Being is also the ‘not-self 
to which language gives life and which it draws forth in a creative way to illuminate the
120 Sartre 1950: 11.
121 Cupitt 1998c: 37.
122 Cupitt 1998c: 38.
123 Cupitt 1998c: 77.
124 Cupitt 1998c: 16. This suggests he is not making Platonic distinction between two worlds of the human 
world and the world. Also, in note 1 (p 107) to his chapter, Cupitt acknowledges a possible link between 
his theory of ‘Being as an efflux of contingency’ and a) the doctrine in modem physics ‘that even in a 
vacuum at absolute zero there are “quantum fluctuations’’ of matter/energy,’ and b) Heisenberg’s 
uncertainty principle (1927) which precedes it.
165
world, synonymous as it is with human consciousness. Yet this is still not a regress into 
a dual world philosophy. As Cupitt reminds his reader in Solar Ethics’.
There are no holes in the continuum of experience. ... Every human being is always 
already within complete, fully formed and value-laden human construction of the 
world. You would not, you could not be even yourself unless that not-self were 
already before you. There is no human being who isn’t already in a complete human 
world. You are, ... ‘situated’. Your world, around you now, is as essential to 
constitute you as what you are as your own body is. For not only do you define your 
world, but also your world defines you: the self and the not-self always belong 
together... (original italics).125
Having now outlined Cupitt’s concept of language in its vital role in the creation of 
human consciousness, a return can be made to the question with which this section 
began. If as humans we are constantly seeking to formulate the ‘not-self into the self, 
thereby increasing knowledge of the self, how is it possible to save this knowledge and 
the self from the charge of egocentricity? How is it possible to become objective?
The answer for Cupitt lies with the phenomenological issue of the flux of things and 
with what he terms his ‘solar ethics’. For Cupitt at this point in the development of his 
philosophy, the term ‘ethic’ concerns ‘lifestyle’ and is defined as ‘a form of self 
expression, a manner of coming out’.126 When the terms ‘ethic’ and ‘solar’ are then 
conjoined to become ‘solar ethics’, the definition is advanced to ‘an ethic or lifestyle of 
all-out religious expression, the best kind of life that one could hope to live.’127 Solar 
ethics is, moreover, a ‘kingdom ethics, radically expressivist, affirming life and 
affirming transience, careless of death, burning and burning out. Solar ethics lives like
125 Cupitt 1995b: 52. Cupitt (1998c: 122) refers his reader to other sources of his theory of ‘solar ethics’: 
After All 1994: 109; The Last Philosophy 1995a: 15; After God 1997: 89f).
126 Cupitt 1995b: 12-13.
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Van Gogh paints.’ 128 By all this, Cupitt means that knowledge gained for, by and of the 
self in ‘a Dionysiac flux of upswelling energies’ is not retained within the self. On the 
contrary, such knowledged must be ‘objectified’. It must be given out ‘into expression 
and into the common human enterprise of world-building’ which gives the world ‘its 
Apollonian shine.'119 (original italics) In return, the ‘communally-generated Symbolic 
Order’130 of the world nurtures, enriches and sustains the self, ‘individually and 
socially’131 in a perpetual, cyclical and creative process of renewing human objectivity.
A further issue now enters the arena concerning the relation of such poetic abstractions 
with the sort of pragmatism with which Sartre was concerned and likewise with others 
uninformed by academic theology. Cupitt admits to playing with language in order to 
jolt his reader out of routine, day-by-day thinking in order, as he phrases it, to ‘cleanse 
the doors of perception’,132 but this is not to denounce ordinariness. On the contrary, (in 
reflection of what was noted earlier133 with regard to Ricoeur134 and McFague135 and in 
line, as it will be shown, with Pattison), Cupitt determinedly defends the pragmatic use 
of everyday language as the common currency in which both he and his readers express 
themselves.136 In his book The New Religion o f Life in Everyday Speech, Cupitt refutes 
the supposition that ‘the thought of ordinary people must be disorderly, superstitious and
127 Cupitt 1995b: 13
128 Cupitt 1995b: 27.
129 Cupitt 1995b: 27.
130 Cupitt 1995b: 45. Cupitt here defines the Symbolic Order as the so-called ‘Ideal Culture of language, 
religion, morality and art.’
131 Cupitt 1995: 45.
132 Cupitt 1998c: 2.
133 See this thesis, Chapter 4: 141 -  142.
134 Ricoeur 1986: 321 -322.
135 McFague 1882: 1 4 -1 5 .
136 Cupitt 1998c: 2. See also Cupitt The New Religion of Life,1999a, & Cupitt The Meaning o f It All. 
1999b.
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lacking in serious intellectual interest’ for, he asks, ‘did not philosophy begin with 
conversation in the market place?’137 In the face of an apparently almost totally secular 
society at the turn of the millennium and by example of the contemporary use of the 
word ‘life’, Cupitt seeks to identify and endorse the presence of God in a new Life- 
theology through the feeling of being alive and deeply embodied in ‘everyday language 
and practice.’138
The source of this new Tife-theology’ is to be found, Cupitt believes, in the standard 
idioms of the English language which have subtlety, beauty and religious depth. He 
names in the first instance, the word ‘life’ with its apparent relationship with ‘traditional 
phrases about and attitudes to God’.139 Elsewhere he itemises phrases such as ‘give in, 
give up, give out, give awaÿ\ and ‘pass, make and bum’, words which, with the addition 
of similar prepositions, contribute to what he deems is the ‘abyssal’ ordinariness140 of 
everyday language. This ‘abyssal’ ordinariness can, however, remain counterproductive 
if it is held within the form of arguably egoistic monologue and not associated with a 
‘solar ethic’. If it is not expressed, and expressed publicly according to the arrow of its 
own fertile poetry, it will neither achieve its full, creative potential nor will it escape the 
compound of the ego.
137 Cupitt 1999a: 13 & Foreword.
138 Cupitt 1999a: 102.
139 Cupitt 1999a: 2.
140 Cupitt 1998c: 86 -87.
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Cupitt believes most ardently141 that if it is used creatively and enriched with new, live 
metaphor,142 language holds the potential for opening up, differentiating and 
illuminating both the objective and subjective sides of the human world (being 
respectively the common world and the self). Moreover, the way in which language is 
creatively put into practice is of key significance to its outreach.
For Ricoeur, that practice comes in the form of dialogue and any potential meaning or 
reference will issue from the virtual space of the intersubjective exchange in the 
‘happening of dialogue.’143 One of Ricoeur’s central points concerns the existential 
condition of ‘being-together’ for any communication to occur. Being-together, he says:
Appears as a way of trespassing or overcoming the fundamental solitude of each 
human being. By solitude I do not mean the fact that we often feel isolated as in a 
crowd, or that we live and die alone, but, in a more radical sense, that what is 
experience to one person cannot be transferred whole as such and such experience to 
someone else.144
If learning can be said to pass through the hermeneutical stages that are identified by 
Ricoeur, if it can be said that the reciprocal sharing of new knowledge with other selves 
through dialogue counters the charge of egocentricism, and if dialogue opens up 
pathways145 for the potential capture of new, emergent learning, then dialogue may be 
identified as of prime importance in the perpetuation of the process of appropriation and 
becoming.
141 Cupitt 1998c: 71.
142 Cupitt 1998c: 71.
143 Ricoeur 1976: 16.
144 Ricoeur 1976: 15 -  16.
145 Pattison 1998: 72. There is also here a relation to Pathway, the green altar frontal for The Priory 
Church of St Mary, Lancaster.
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Cupitt frequently calls upon the metaphor of the fountain to access understanding of this 
process. But while the image of re-processing, of a continuous circling back to the 
beginning again146 is in part effective, in that it would be ‘to know the place for the first 
time’,147 it fails to acknowledge what can be ventured as the aspect of ‘spiral motion’148 
in the process, where a spiral is, to quote Langer, ‘an advancing line’.149 Abbs uses the 
term ‘spiral motion’ to describe the schema for his idealised sequence of five essential 
phases of art-making: first, expressive impulse; second, working within a medium; third, 
realisation of final form; fourth, presentation and performance; and fifth, response and 
evaluation. Following ‘response and evaluation’, according to this ‘movement’, the 
process appears to come full circle, returning to the starting point of ‘expressive 
impulse’ ready to repeat the identical process, like the recycling motion of a fountain. 
The fact that Abbs speaks in terms of spiral motion, however, indicates that the process 
does not begin again at the identical point of ‘expressive impulse’, but at one slightly 
distanced from it on the spiral route.
Like Abbs’ motion of art-making, so with the hermeneutical process. At the moment 
when it can be deemed that the hermeneutical process is about to be rekindled, that point 
is not quite the same as its predecessor. If a new kind of knowing is emergent and has 
been appropriated, no matter how apparently insignificant, then the new point of 
departure may be said to have moved, if only slightly, a little further onward.150
146 Cupitt 1995a: 64.
147 Eliot, ‘Little Gidding’ in The Four Quartets. London: The Folio Society 1968: 43.
148 Abbs 1989: 204. See this thesis, Chapter 6: 187ft.
149 Langer 1953: 64.
150 With regard to the research model in this thesis, a similar kind of movement might be visualised by a 
three-dimensional simulation to which a rotational function should be ascribed to complete the model’s 
mapping role.
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For the contemporary theologian and priest, George Pattison, the answer to the 
pragmatic issue of ‘the shop floor’ as he calls everydayness, rests firmly with dialogue - 
the testing and interface of dialogue with its essential ‘tension of other-relatedness’ in 
the offering of ‘our word and waiting upon a response, hearing the word of the other and 
reacting to it.’151 The outcome of such practice, he believes, may be ‘as i f  a web were 
being spun by a spider. Dialogue, says Pattison, is a web. It ‘criss-crosses the empty 
space of the void152 with lines of communication’; even though dialogue may not bring 
answers and certainties in a quest for absolute truth, it is possible to hope that its 
network will ‘catch the flies we need.’153
Pattison acknowledges that the idea of dialogism is by no means new, but the kind of 
dialogism that he is promoting is not that found with Plato where dialogue is conceived 
more in terms of dialectic where the method leads to a predetermined end. Nor is it the 
dialogism of the contemporary academic theologian (and he identifies himself as such) 
which amounts to ‘nothing more than the self-justifying armchair-thinkers’.154 Like that 
of Cupitt, Pattison’s dialogue engages with, and affirms the ordinary language of 
everyday life. Moreover, he says, even the language of the ‘simplest, most unlettered 
believer’ will involve ‘some element of reflection, judgement and interpretation and is, 
thus far, “theological”.’155
151 Pattison 1998: 52
152 Pattison 1998: 52.
153 Pattison 1998: 52.
154 Pattison 1998: 42.
155 Pattison 1998: 105. See also Chapter 6 of this thesis.
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Genuine dialogue, as Pattison envisages it, is principally ‘never-ending and open- 
ended’.156 It is always easing forward the ‘continuum of historical becoming’157 and it 
appears to be the same kind of openness that Irving Sandler saw in the paintings of 
Rothko. Even though Sandler saw the physical borders of the works as ‘declaring the 
wholeness of the work’, it is the ‘blurring of demarcations’ in the painted surfaces which 
‘dislodges’ the images of rectangles, imbuing them with a hovering effect which ‘turns 
the surface of each of [Rothko’s] pictures into an allover field.’ Sandler designates this 
field in the fashion of Pattison as ‘continuous and open, suggesting an extension into 
infinity’;158 and as such, comparable and maybe even compatible, it is suggested, with 
Eco’s ‘field of possibilities.’159
In apparent reflection of what both Ricoeur and Cupitt have had to say, Pattison defines 
what he considers to be ‘the process of dialogue by which I come to be who I am’:160
What gets revealed by the dialogical process (and in this respect it doesn’t 
immediately matter what the particular point at issue may be) is the richness and 
complexity of the selfs interconnectedness with others and with the world, and, as a 
kind of reflex of this, the richness and complexity of the selfs inner self-relatedness. 
In the discovery that no one is an island -  a discovery renewed in every real act of 
dialogue - we simultaneously discover that the self is not a single, indivisible unit. 
Self-relation and world-relation are inseparably interconnected. The person with no 
self has no world. Every time the word reveals a new aspect of itself to me, I learn 
something new about myself. Every time I experience a new power or dimension 
within myself, I realise that the world contains more things than my philosophy had 
hitherto dreamed of.161
156 Pattison 1998:38-39.
157 Pattison 1998: 74.
158 Sandler, ‘Mark Rothko (In Memory of Robert Goldwater)’, Tate Gallery and Authors 1987 &1996: 
12). Similar comments about ‘openness’ were made by Brian O’Doherty (‘The Rothko Chapel’, Art in 
America, 61, Jan- Feb., 1973, p 18) when he referred to the dark painting of the Rothko Chapel in Houston 
Texas as ‘an open situation ... where nothing is finished or complete’. It was also intimated by Peter Selz 
( ‘Introduction’ to Mark Rothko, catalogue of the Museum of Modem Art, New York, 1961: 10 ) when he 
referred to Rothko’s paintings as ‘mirrors, reflecting what the viewer brings with him ... echoes of our 
experience’ and, of course, where every experience is different. Porter 1974: 44.
159 Eco 1989: Iff.
160 Pattison 1998: 82.
161 Pattison 1998: 43.
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Though there is a difference between the texts of Cupitt and Pattison regarding the 
extent to which they do or do not ‘take leave of God’ (and Pattison does acknowledge 
provocation as well as stimulation by Cupitt in his dedication), it is not within the remit 
of this thesis to explore the extent to which they are incompatible on this matter. What 
is important here is that whatever their point of departure, be it secular spirituality, a 
solar ethic or a contemporary approach to thinking about the implications of God and of 
the ‘not yet’,162 there is more than a modicum of agreement between them with regard to 
the role of language. Both express a profound belief in the value and form of everyday 
language as used to explore, express, apprehend and appropriate new learning and 
meaning.
With the ‘texts’ of Rothko and Cupitt having now been examined in the light of 
Ricoeur’s theory of appropriation and its close relation ‘becoming’, a glance back to the 
model will reveal that the one area still unaddressed under this heading is the 
author/artist’s own ‘text’, which is indeed her ‘textile’163. The question to be asked here 
is how it might be possible for someone confronted by this ecclesiastical textile in the 
proper context of the Eucharist, to ‘make out’ something for themselves? ‘Make out’ is, 
of course, one of Cupitt’s choices of everyday idioms which, he says, ‘convey(s) with
162 Pattison 1998: 54. In footnote 10, Pattison notes the difference between what he is advocating about 
dialogical thought and that of Martin Buber and Gabriel Marcel who, he says, ‘seem to regard the 
encounter with the Other that lies at the root of the dialogical situation as being in some way charged with 
a kind of presence of God.’ Pattison is saying that ‘only the process of dialogue creates the conditions in 
which we can talk meaningfully about God, but the possibility of an “encounter” with God, mediate or 
immediate, belongs to a future at which we have not yet arrived. God is not a name for a reality that is 
already present in any definitive way, but for a possibility that first arises out of the process of seeking 
understanding on the path of dialogue.’
163 For an analysis of the creative process of the author/artist’s textile portfolio, see Chapter 6 of this 
thesis.
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great elegance and simplicity a philosophical point about perception as a world-building 
activity’, as well as having ‘the most religious depths.’ 164
There are in the vestments no overt or even covert references to crosses, doves, crowns 
of thorn, lilies, wheat, grapes or any of the conventional Christian symbols that 
traditionally decorate church apparel. The vestments do not forecast a programme of 
pre-ordained right answers which might be seen to put constraints on Tife- 
possibilities’.165 For this very reason, the pieces demand a greater participation on the 
part of the viewer, if that viewer is to sense in them any significance beyond that of mere 
decoration.
Rothko is reported to have claimed in a radio talk entitled ‘The Portrait and the Modem 
Artist’ that his pictures ‘depart from natural representation only to intensify the 
expression of the subject’ where the subject or content of the painting was to be taken as 
elusive ‘meaning’ rather than suggested resemblance with ‘external visual reality’.166 
As has been indicated already, however, that ‘subject matter’, ‘content’ or ‘meaning’ 
that Rothko and other fellow abstract expressionists167 believed so crucial to their work, 
was suggestible but not definable. The only means of access was through the 
‘companionship’ of the viewer and without this a picture was believed to have no life.
164 Cupitt 1998c: 5 & 87.
165 Pattison 1998: 113.
166 Breslin 1993: 264.
167 Adolph Gottlieb and Barnett Newman.
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It is now suggested that this same sense of ‘companionship’ is applicable to the 
vestments with which this thesis is concerned. Vestments are performance pieces168 and 
inextricably tied to them is the issue of the dynamic of performance which, like that of 
the theatre, can have no ‘life’ without an audience. Eco examines the semiotics of 
theatrical performance169 and what he concludes is, it seems, as apt for the theatre of the 
liturgy as it is for the theatre as it is more conventionally conceived. Indeed, both types 
of performance may be said to exhibit, to quote Eco, their own proprium, by which is 
meant their own ‘distinguishing and peculiar features’. With the ‘open’ approach that 
has already been valued in The Open Work,170 Eco writes:
A human body, along with its conventionally recognisable properties, surrounded by 
or supported with a set of objects, inserted within a physical space, stands for 
something else to a reacting audience. In order to do so, it has been framed within a 
sort of performative situation that establishes that it has to be taken as a sign. From 
this moment on, anything can happen . . .171
The vestments of the author/artist’s portfolio, being the ‘costume’ of liturgical drama, 
‘need’ the people of the congregation to be with them, to explore them, to observe them 
against the setting of the church and to experience them responding to the body language 
of the priest and thereby in some way informing and extending the significance of the 
spoken word.172 They need people to be like Rothko contemplating his own paintings173 
and venturing questions: ‘What is this about? What is the significance? How does this
168 See video contained in Volume II of this thesis.
169 Eco 1990.
170 Eco 1989.
171 Eco 1990: Chapter 6.
172 Pattison 1998: 136. See also Chapter 6 of this thesis under ‘Theory’.
173 Weiss 1998: 268 & 269.
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relate? How am I to understand? What does the artist mean? By posing these questions, 
people might, it is suggested, begin to fulfil their own need to know.
Yet such a situation, where effort is made to appropriate, to ‘make one’s own what was 
previously foreign’,174 is not necessarily achieved easily. Rothko said that he was 
working towards clarity in his painting,175 and so, it is hoped, is the theological enquirer. 
As Langer has intimated, however, insight may only be attained gradually and even 
then, perhaps never arriving at a logical, absolute comprehension.176 Ricoeur, it has 
been noted earlier in this chapter, acknowledges the probability of some form of struggle 
in the process of appropriation177 and such struggle, as psychologist Abraham Maslow 
pointed out in 1968, is bom of anxiety and fear of the unknown in the face of the safety 
and security of the known. The desire to know is susceptible to a ‘simultaneous 
struggle between fear and courage’.178
Had the vestments been designed to include traditional Christian symbols, then even had 
the viewer not been familiar with the imagery, there would have been a long established 
resource into which to tap for answers -  bible, historical and religious documents, 
commentaries and so on, both ancient and modem. This is not the case with the 
vestments in question. If viewers are to be able to access any form of meaning 
embodied in these vestments, then it is suggested that perhaps one way forward might be 
found with Cupitt. As with the Christian tradition of the church, which he sees as a
174 Ricoeur 1976: 91.
175 In The Tiger’s Eye, No 9, October 1949: 114. Quoted in Clearwater 1984: 39.
176 Langer 1953: 259.
177 Reagan 1979: 107.
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‘river of signs [which] flow through us’ Cupitt recommends that as the signs flow 
through us, ‘we have to take them up and make something fresh of them which will 
express our own desire.’179
Cupitt is suggesting, in fact, that all who seek a religious dimension in their lives and 
who are not able to subscribe to, or are sceptical of faith based on Christian dogma with 
its conventional, submissive approach to thinking about God, should try to follow a 
creative vocation like artists -  to become what Cowdell refers to as ‘artist 
theologians’.180 Even as his own religious quest undergoes shifts and changes, Cupitt is 
not giving up this idea of creative thinking vis à vis religion. In 1998 he recalls 
experiencing what seemed to him the glow and tremble of pointilliste beach painting, 
almost as if it were alive and he presses that one must:
Yield(s) oneself up or open(s) oneself, in the moment or at once, to pure sensuous 
immediacy; no, more than that, to the purely contingent moment-by moment 
forthcoming of Becoming. The aim is to stop thinking, to stop actively putting-a- 
construction-upon-experience,181 and to give oneself completely just to the Be-ing of 
Being.182
The word ‘yield’ has, of course, been met earlier in this chapter with regard to 
interpretation and particularly with regard to Ricoeur who believes that interpretation is
178 Maslow 1968: 67. See also Chapter 6 under ‘Evaluation’ for the artist and ‘struggle’.
179 Cupitt 1987: 146.
180 Cowdell 1988: 53.
181 Arthur Danto (1994: 347) issues a similar warning when he addressees the term ‘quality’ with regard to 
the appreciation of art. He writes: ‘with art, quality is of a lesser importance than cognition, and the 
appreciation of a work is not like one’s appreciation of a fine apple, or a piece of horseflesh, or a rare 
claret. The latter are the kinds of things that go with connoisseurship, in which “quality” is a relevant 
predicative. And they go with the practice of ranking and grading, perhaps because these are structures of 
the same sort as those in which the connoisseur ranks himself in society, where connoisseurship is a 
measure of holding rank, being conversant with wines, brandies, horses, clothes, guns, jewels. To look on 
art that way is badly to misrepresent it. That is why it would be, in the end, a good idea to stop using the 
term “quality” in connection with art, simply because it expresses a concept that locates art within the 
kinds of systems of grading that occlude its true value for human life.’
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completed in appropriation only when readers allow themselves to ‘yield’ , to give in to 
‘the event of the present moment.’183 It is a word which intimates participative action 
and as F. David Martin explains when he writes about the association between art and 
religious experience:
In the participative experience, consciousness is released to a thing in such a way that 
“the thing thinks in me”. This is thinking that listens, as distinct from the busy-ness 
of calculative thinking. When a thing begins to think in me, the thing becomes 
dynamic and uncanny ... Instead of my dominating a thing, it dominates me. I wait 
upon rather than wait for  the thing ... Rather than being set over against the thing, I 
am in sympathetic relation with the thing ... Thus my self-consciousness, that barrier 
that keeps me aloof from things, is pushed to the background. My consciousness 
becomes so immersed in the thing that there is no conscious energy left for explicit, 
reflective consciousness . . .I84
What Martin appears to be talking about here is the kind of participative response which 
leads to fleeting first impressions which, as has been shown in chapter three above, 
might be equated with the initial, ‘naïve’ stage of Ricoeur’s hermeneutic. An alternative 
to Martin’s type of response would be of the kind favoured by Danto185 and Wollheim186 
which is more ponderous and involves taking time with a piece of art, so that ‘stray 
associations or motivated misperceptions’ have time to settle and thus allow embodied 
meaning to disclose itself.187 Ricoeur, however, rather than seeing this kind of viewing 
as different to that of the initial impression however, would, it seems, seek to correlate it 
possibly with the critical and most certainly with the reflexive stages of his hermeneutic. 
While Danto and Wollheim are surely correct in thinking that time spent with any work
182 Cupitt 1998c: 8 2 -8 3 .
183 Ricoeur 1976: 92. Goodman also uses the word ‘yield’ when he describes metaphor as ‘an affair 
between a predicate with a past and an object that yields while protesting’.
184 Martin 1972: 70.
185 Danto 1994.
186 Wollheim 1987.
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of art could only be advantageous, this thesis, particularly in the light of the next 
chapter, finds the ideas of Martin, Ricoeur and indeed, Cupitt and Pattison more fruitful. 
It is suggested that the ‘stray associations and motivated misperceptions’, expressed as 
they might be in terms common to everyday language, are integral to the ‘text’ of 
‘fleeting first impressions’ and vital to the whole process of interpretation.
In the ebb and flow of dialogue188 embraced by this thesis between the author /artist and 
philosophers/theologians of various stages of modemity/postmodemity, the question 
must now be addressed as to whether the argument is any closer to the notion that the 
person in the pew might be facilitated in their quest for an understanding of either 
spirituality or God -  or both -  by engaging with the designs for the vestments?
The answer seems to be simultaneously both ‘no’ and ‘yes’. The answer, on the one 
hand, may be ‘no’ because the author does not conceive of herself like Pattison’s ‘smart 
company chairman who knows how to use the agenda to determine the outcome of the 
meeting.’189 The issues raised of response and reference, reference and response, remain 
like Cupitt’s spirituality and Pattison’s God, ‘enigmatic and inexhaustible in 
character.’190 But this is precisely, on the other hand, what possibly make the ‘yes’, 
since the designs furnish a ‘space’ for the possibility of ‘transaction’191 in which the 
enquirer may explore the ‘enigmatic and inexhaustible’ in new, creative and fully
187 Danto 1994: 32.
188 Pattison 1998: 49. Here Pattison acknowledges himself as existing in dialogue as he formulates his 
argument in his book.
189 Pattison 1998: 113.
190 Pattison 1998: 113.
191 Ashton 1983: 163. From Katherine Kuh, ‘Mark Rothko’ in Art Institute o f Chicago Quarterly 15, 
November 1954: 68.
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conscious192 ways. The one proviso is that the theologian, the philosopher, the Church, 
the disciplined intellectual, the researcher193 or indeed the artist should be prepared and 
willing to trust, accept, value, encourage and nurture the development of ‘religious’ 
ideas in the ordinary, non-privileged, non-academic enquirer as they fumble in 
piecemeal194 manner towards some understanding of themselves and their relations with 
the world and the church.
When the author/artist set out on this project, her aim, and indeed her intention -  a word 
used advisedly -  was to both ‘stimulate’ and even ‘provoke’195 the viewer to reciprocate 
to the questions opened up in the dynamic of the vestments’ designs by entering into 
dialogue in ways most familiar to them; that is to say, in the common currency of their 
own daily language, unfettered by higher, perhaps more abstract theological 
terminology. However unlettered or inadequate and banal the opening gambit might be, 
it may be indicative of what Rothko described as ‘need and spirit’.196 ‘We all have to 
start somewhere,’ writes Pattison, ‘and we all have to accept that we will never entirely 
banish the circumstances of our beginnings from the further development of our 
thought.’197
In the light of the argument in favour of expression bom most naturally in the everyday 
currency of language -  in the soil of lived experience -  it would appear quite plausible 
for the responses to the vestments’ designs, however naïve, whimsical, even bizarre, to
192 Cupitt 1980: 167.
193 Pattison 1998: 55.
194 Pattison 1998: 106.
195 Pattison uses the words ‘stimulate’ and ‘provoke’ in dedicating his 1998 book to Don Cupitt.
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be a springboard for the accessing of the T ; a springboard for the ‘revelation of my own 
personhood’198 and personal identity as well as for ‘the question of God that lies coiled 
within it.’199 To repeat a quotation used earlier in this chapter, Pattison says, ‘the 
language of even the simplest, most unlettered believer is always going to involve some 
element of reflection, judgement and interpretation and is, thus far, “theological”’.200
To begin by articulating publicly,201 yet creatively, metaphorically and innovatively, that 
the design Pathway [Figs. 2 1 -2 ]  should be a map or that Jubilate [Figs. 28 - 30] might 
be ‘trumpets’, ‘golf tees’, ‘lilies’ or even ‘thongs’,202 to venture that Eternal Present 
[Figs.49 - 51] might be ‘windows’, to propose that Watch Wait and Remember the 
Promise [Figs. 62 - 65] might be our homes or the houses and shops on Putney Hill/High 
Street, or that Red. Untitled [Figs. 73 - 75] might be ‘blood and guts’, could be seen as 
entering into a participative experience. It could be seen as the dynamic of the self 
starting to overcome Reid’s barriers, building instead bridges203 across a chasm204, 
taking the word lived205 to meet and reciprocate to the dynamic ‘word’ of the design.
This is certainly not the sophisticated appropriation of reference that Ricoeur conceives 
in the advanced stages of his hermeneutical theory where appropriation ceases to appear
196 Ashton 1983: 163.
197 Pattison 1998: 62. See also this thesis, section ‘Symbolic Order’ in Chapter 2: 37ff.
198 Pattison 1998: 50.
199 Pattison 1998: 127.
200 Pattison 1998: 105.
201 Pattison 1998: 6.
202 See Appendix, Journal entry 8.
203 Reid 1961: 19-20.
204 Kandinsky 1977: 54.
205 Sartre 1950: 11.
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as a kind of possession.206 Indeed there is little doubt that such interpretations stay 
firmly within the first ‘naive’ stage. None-the-less, such comments made about the 
vestments with a solely religious purpose and context,207 may be taken as a genuine 
attempt to access and take hold of puzzling images for oneself, based as they are in one’s 
own social and cultural context.208 As such, these initial, yet inventive and open-ended 
interpretations may be seen as the first evidence of what Cizek referred to as the 
‘blooming and unfolding’ of the artist.209 Moreover, if as Ricoeur indicates, ‘texts reach 
man in solitude’210 initial ‘naïve’ interpretations may be used fruitfully as an entry point 
into dialogue.
By virtue of its tensions and testings generated through engaging with other- 
relatedness,211 the enthusiastic and lively exchange of dialogue, albeit linguistically 
mundane, has the potential for being a ‘kick-start’ or a ‘launch pad’ in fulfilling the 
requirement for the more sustained task of thinking creatively, like the artist (painter, 
poet, writer, sculptor or musician) about meaning; that is to say, thinking about meaning
206 Ricoeur 1976: 94.
207 Ricoeur 1976: 17. Ricoeur writes in defence of naïve understanding as expressed in dialogue: ‘this first 
level of mutual understanding does not go without some misunderstanding. Most of our words are 
polysémie; they have more than one meaning. But it is in the contextual function of discourse to screen, 
... the polysemy of our words and to reduce the plurality of possible interpretation, the ambiguity of 
discourse resulting from the unscreened polysemy of words. And it is the function of dialogue to initiate 
this screening function of the context. The contextual is the dialogical. It is in this precise sense that the 
contextual role of dialogue reduces the field of misunderstanding concerning the prepositional content and 
partially succeeds in overcoming the non-communicability of experience.’
208 Frank Birch Brown put it this way: ‘If things do not touch where one lives and feels, they are dead’. 
Modem Church People’s conference, Creative and Created Art as a Way o f Contemporary Spirituality. 11 
July 1995.
209 Ashton 1983: 20.
210 Ricoeur 1976: 42. Ricoeur specifies encounter with printed text at this point, but there is an extent to 
which all ‘text’ reaches the enquirer in initial solitude.
211 Pattison 1998: 52.
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in a contemporary, largely secular world and about the possibility of an appropriate 
contemporary spirituality and/or God:
If a new land is to be discovered, some there must be who in stubborn integrity and 
unwarranted confidence sail westward. If human fulfilment is to be served and 
shalom established, artists cannot all be obedient followers and timid calculators. 
Explorers are needed too.212
212 Wolterstorff 1980: 169.
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6The Shape of the Making1.
An Analysis of the Creative Process for the Vestments for 
St Mary’s Church, Putney.
This chapter will address the essentially practical aspect of the author’s own ‘text’ of 
the portfolio accompanying the thesis and will concentrate on the final works of the 
programme which consist of the four sets of vestments worked for St Mary’s Church, 
Putney. [Figs. 25 -  75] Three other works in the portfolio - the cope [Figs. 1- 11], 
the white chasuble [Figs. 13-20] and the Trinity frontal [Figs. 21 -  24] -  have been 
referred to in some detail in earlier chapters.
The chapter will first show how evidence for the author’s creative process may be 
accessed with arguments for and against the subjective approach. Second, a look 
will be taken at established theory to highlight the main criteria for identifying the 
significant features of the creative process. Finally, the chapter will turn to the 
vestments themselves. Under the opening heading of ‘concept’, the design brief and 
the initial ideas for the whole project will be outlined, followed by an examination of 
each set of vestments in turn, with four sub-sections to guide the discussion:
- Development
- Media and material
- Iconography
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- Evaluation
Each set of vestments consists of a chasuble in the full Gothic style, two stoles and 
two lectern falls, each measuring 117cms x 56cms.
The Method
This analysis is based on ‘field notes’2 in the form of sketchbooks and four volumes 
of a personal journal kept by the artist throughout the whole period of the research.3 
These record the on-going, salient behaviour and events as they occurred.4 As 
Breslin says of Rothko’s ‘The Scribble Book’, the entries are often ‘fragmentary and 
rough’ and ‘contain struck words, omitted words, misspellings, marginal additions, 
arrows connecting one entry with another, lists of subjects to be developed later, or 
brief notations whose import was clear only to Rothko.’ Breslin then goes on to say 
that Rothko’s notebook, like his sketchbook, ‘exposes Rothko’s mind in process, 
revealing contradictory emphases and directions in his thinking that a more coherent 
and polished account would have smoothed out.’5
It is with the aid of the sketchbooks and journals of the author/artist, therefore, that 
an attempt will be made to come to some understanding of the creative process of the 
one specific project -  the four sets of Eucharistie vestments for St Mary’s Church, 
Putney. The type of observation involved will fall into the category of ‘participant 
observation’6 in that the observer, in this case the artist herself, has engaged and is 
engaging in the very activity under observation. There are disadvantages to this kind
1 Perkins 198: chapter 10.
2 Cohen & Manion 1994: 112
3 1995 - 2000
4 The Journal entries are to be found in the Appendix. The entries have not been edited and, therefore, 
are all quoted verbatim.
5 Breslin 1993: 131.
6 Cohen & Manion 1994: 107
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of observation in that it can be perceived as ‘subjective, biased, impressionistic, 
idiosyncratic and lacking in the precise quantifiable measures that are the hallmark of 
survey research and experimentation’7. As, for example, with the investigator who 
‘goes native’ to live over a long period with juvenile delinquents in order to study 
and come to an understanding of their behaviour, questions arise as to the external 
validity of the investigations. How it can be known that the observer has not ‘lost 
perspective and become blind to the peculiarities that they are supposed to be 
investigating?’ How can it be known that ‘the results of the one piece of research are 
applicable to other situations’?8
There is, however, a counter argument which supports the ‘internal validity’ of 
participant observation and which falls in line with both a humanistic psychology 
and a social psychology. According to Cohen and Manion (1994), the humanistic 
psychologist upholds a model of the human being as ‘positive, active and purposive’ 
keenly involved with ‘the life experience itself, whilst the social psychologist 
considers the complex powers of self-awareness and language as without possible 
adequate model ‘from any other existing system whether natural, like an animal or 
artificial, a computer, for instance.’9 The extension of this argument is ‘that we must 
use ourselves as a key to our understanding of others and conversely, our 
understanding of others as a way of finding out about ourselves.’ In 1972, Harré and 
Secord could be said to be valuing positively the potential of the participant observer 
when they wrote:
7 Cohen & Manion 1994: 110
8 Cohen & Manion 1994: 111
9 Cohen & K Manion 1994: 27
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We are entities who are capable of monitoring our own performance. Further, 
because we are aware of this self-monitoring and have the power of speech, we 
are able to provide commentaries on those performances and to plan ahead of 
them as well. Such entities it is held, are much inclined to using rules, to 
devising plans, to developing strategies in getting things done the way they want 
them doing.10
The Theory
In this attempt to illuminate the creative process for the vestments for St Mary’s 
Church, Putney, it will be to the ‘creating’ aspect that reference is made rather than 
creativity. As D N Perkins explains, ‘creativity and creating are different matters’. 
Whereas ‘creativity involves traits that make a person creative’, ‘creating calls upon 
many resources not intrinsically creative’. He continues:
The ordinary acts of recognition that warn us away from open manholes can, in 
the right situation, warn us away from pitfalls in problem solving. Acts of 
recollection that tell us where we last used the pen with the blue cap can, in 
different circumstances, give us a word of poetry. Such resources are not what 
make people creative, but they are what does much of the work of creating. And 
some of the factors that do make people creative do not do the work. 
Understanding that creative ideas are there to be found sets the stage for the 
inquirer to seek them but does nothing to find them. To understand creating is to 
understand how the originality and other qualities get into the product.11
The sections below will try to show how, calling upon Perkins’ concepts of the 
‘shape of making’12, the artist builds up ‘a mosaic of potentials’13, sometimes 
seeking specific reference and sometimes spontaneously noticing opportunities and 
abstracting relevant detail from passing experience.
The amassing of this resource is driven by what Peter Abbs14 calls, in the first of his 
five phases of art making, the release of the energy of ‘impulse’ which, for him is
10 Harré, R, and Secord, P, The Explanation o f Social Behaviour. Oxford: Blackwell, 1972. Quoted 
in Cohen & Manion 1994: 27.
11 Perkins 1981: Chapter 10.
12 Perkins 1981: Chapter 10.
13 Perkins 1981:285.
14 Abbs 1989: 198.
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‘the very source of art-making’. In addition to this comes the essential ‘desire for 
reflection’ and ‘for an image which will hold, comprehend and complete’, but 
besides this somewhat philosophical aspect of creating, there is another side to art- 
making. This is the natural activity involved in creating, again apparent in the 
artist’s records, particularly at times of mental, nervous and physical struggle.15 
Again as Abbs says, the ‘blossom’ of the creative instinct ‘may open out in 
consciousness but its roots are down deep in affective impulse, in muscular and 
nervous rhythms, the beat of the heart, the intake and release of breath, patterns of 
perception, unconscious co-ordination of the limbs, the obscure, fluctuating, dimly 
sensed movements of the organism, in the preconceptual play of the psyche.’16
The collecting of resource material is a continuous one, and the artist’s records show 
how new references and ideas are constantly being added even when a project is well 
underway. None-the-less, a process of selection from the resource has to begin and, 
bringing critical judgement into play, the artist begins to evaluate ideas and to 
‘grapple’ with particular media -  pigment, paper, fabric, dye, thread -  in order to 
move on from the ‘first approximations, from notes and highly charged fragments, 
towards that which is progressively more shaped, more completely expressive.’17 
Abbs finds an apt illustration of this, his second point in the process of art-making, in 
a quotation from the seventeenth century poet John Dryden, who was able to 
describe his jumble of ideas and the process of their selection for the creation of a 
play:
15 See this thesis, Chapter 5: 147.
16 Abbs 1989: 199-200.
17 Abbs 1989: 201.
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Long before it was a play, when it was a confused mass of thoughts, trembling 
over one another in the dark; when the fancy was yet in its first work, moving the 
sleeping images of things towards the light, there to be distinguished, and then 
either chosen or rejected by the judgements.18
For Abbs, this second stage of transferring an idea into material form is the most 
difficult since a medium - in this case textiles -  has often to be coaxed into defying 
its own natural tendencies. As Abbs says, ‘It allows and forbids. It invites and 
resists. It may or may not yield the authentic representation we seek. The impulse 
can be lost in the material, can be betrayed by the material, or at high moments, taken 
to unexpected consummation. ’19
In Perkins’ terms, this process of selecting and evaluating, of doing and undoing, is 
‘hill climbing’,20 for he sees each ‘narrowing down’ as ‘a step up the metaphoric hill’ 
while each undoing he conceives as ‘a step backwards in hopes of finding a way up 
an even higher hill nearby’.21 Noticing, realising, directed remembering22, problem 
finding and solving are just some of the aspects of the ‘roundabout tactics’ of the 
selection process which, though they may not necessarily be ‘intrinsically creative’,23 
still make essential contribution to the creating of the end product.
Integral to the whole process of creating as it is opened, it is suggested, is also the 
ability to think laterally. The purpose of thinking, according to Edward de Bono, is 
‘to collect information and make the best possible use of it’24. If thinking ‘vertically’ 
can be described as thinking which is single minded, traditional, logical, a finite
18 Dryden in Whyte (1962) quoted by Abbs 1989: 201.
19 Abbs 1989: 200.
20 Perkins 1981:285.
21 Perkins 1981: 285.
22 This is the term Perkins uses to describe the ‘everyday ability to retrieve information from memory’ 
and which often ‘realises plans’, and for instance, may provide ‘the poet with the word to match the 
need’. Perkins 1981: 285.
23 Perkins 1989: 287.
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process moving towards a specific solution,25 then thinking ‘laterally’ can be said to 
be the opposite, for lateral thinking seeks to explore new and often irrelevant or 
illogical, sometimes even provocative pathways in order to bring about a 
‘repatteming’26 and a challenge to the status quo.
The process of designing as outlined below relies on vertical thinking for planning, 
ordering and developing ideas so that they work towards a final, preselected, clearly 
defined state of affairs/product, in this case the vestments. It is the lateral thinking, 
on the other hand, which, from a philosophical point of view, works to help create a 
design which in turn creates ‘signposts’ to help the movement of thinking, lateral 
thinking, in the viewer. (Appendix: 1) It is vertical thinking which works to help 
create a design with the potential to embody what De Bono refers to as the dangers 
of rigid pattern ‘which the mind is so apt to construct because of the way it handles 
information’27
Stage three of the pattern of art-making is identified by Abbs as the point where there 
is a subtle change in the artist’s attention as it begins to shift towards the appearance 
of the final form of the work. From the beginning of the designing process the artist 
has to bear in mind how a design might appear when it is worked to full scale, and 
this problem is partly resolved through the working of full-scale maquettes. As the 
various parts of the design are worked up into their final form and as these various 
parts are assembled into a whole, the artist increasingly invites the critical opinion of 
friends and colleagues. The artist also increasingly converses with what below in the
24 De Bono 1970: 13
25 See the arguments of Soskice and Patterson addressed in this thesis, Chapter 4: 116ff.
26 De Bono 1970: 40
27 De Bono 1970: 283.
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journal is identified as the artist herself. From Abbs’ point of view, however, the 
‘other’ is the ‘imagined audience’ and it is ‘as if a continuous dialogue is taking 
place between the artist and the critic, between the creative subject and the 
sympathetic onlooker’. The extracts from the journal show in part how these 
interrogations can be harrowing but, according to Abbs, it is this very interrogation 
which contributes to the work’s ‘definitive shape’ and which recognises the crucial 
contribution to a work that its public audience can make.
The fourth stage of art-making arises at the point when the work is deemed 
‘sufficiently representative by the maker’ and is presented to the site for exhibition or 
performance, the second of these being relevant to the case below. In a comparable 
way to the way in which poetry needs reading, music needs playing, and art 
compositions, such as Alexander Calder’s mobiles,28 need hanging so that they might 
‘assume different spatial dispositions’, vestments need wearing so as to follow the 
movement of the body and for them to become thereby metaphorically alive. As Eco 
says of Calder:
His forms move before our eyes. Each of his works is a “work in movement” 
whose movement combines with that of the viewer. Theoretically, work and 
viewer should never be able to confront each other twice in precisely the same 
way. Here is no suggestion of movement: the movement is real, and the work of 
art is a field of open possibilities.29
Abbs makes the point that in performance, the performer enters into co-authorship 
with the work which they are performing. He believes that the performer ‘has to re­
create the artefact, enter into it with his own personality, relive it and embody it for a 
living audience.’30
28 Alexander Calder (1898 -  1976). American sculptor who invented the mobile.
29 Eco 1989: 12 & 86.
30 Abbs 1989: 203.
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It is not, however, for the priest as performer to imbue the vestments with his own 
personality. Unlike the musician, the dancer or the reader of the poem, the priest 
does not come in quite the same way into the category of ‘artist in his own right’. 
None-the-less, it is through his performance in the liturgy, through his deportment 
and the sequential moving of his arms in welcoming, blessing, absolving and 
celebrating the Eucharist that the designs of the vestments should begin to correlate 
and reverberate with the rest of the action and the space in which it is set. It is the 
priest’s functioning which gives to the vestments their public and human face and it 
is equally the priest who is central to the congregation’s conceptualising of the event. 
The priest as performer carrying out a role in the liturgically set ‘drama’ can be 
perceived as assisted by his mode of dress -  that is by the vestments -  in focussing 
attention towards the spiritual. Abbs believes that it is ‘through presentations ... and 
through performances ... that the art-work is taken out into the world until, at best, it 
enters the imagination of the human race.’31 In the particular case of the vestments, 
the mediatory role of the design can be perceived in this case as a variation on the 
norm, since it is one not normally found in artistic practice.
If the priest is deemed to have a crucial role in the presentation of the art-work, then 
the audience can be said to have an equally important role as co-performer, in that 
without the audience -  or congregation -  there is no opportunity for rapport or 
communication.32 The audience ‘out there’ constitutes Abbs fifth and final stage in 
his process of art-making, for immense possibilities can be said to lie with the 
audience which does not have to be, nor should it be, regarded as merely ‘a hollow 
receptacle or the terminal station on the long route of art-making’. Eco also seems to
31 Abbs 1989: 203.
32 See this thesis, Chapter 5: 174 f.
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believe likewise. It was pointed out at the end of the Introduction to this thesis, how 
Eco believes that the ‘reader’ of a work, as far as aesthetic analysis is concerned, can 
be seen to give as valid a ‘performance’ of a work of art as a performing 
instrumentalist or an actor, albeit in a different manifestation. In his words therefore, 
the ‘reader’, in this particular case of a Dubuffet image,33 should be ‘excited’ by the 
potential that open interpretation has to offer and be prepared to ‘commit himself to 
an exchange rich in unforeseeable discoveries’.34 Eco concludes his chapter on the 
subject of the ‘open work’ in the visual arts:
The “reader” who, at the very moment in which he abandons himself to the free 
play of reactions that a work provokes in him, goes back to the work to seek in it 
the origin of the suggestion and the virtuosity behind the stimulus, is not only 
enjoying his own personal experience but is also appreciating the value of the 
work itself, its aesthetic quality. Similarly, the free play of associations, once it 
is recognised as originating from the disposition of the signs, becomes an 
integral part of the work, one of the components that the work has fused into its 
own unity and, with them a source of the creative dynamism that it exudes. At 
this point the viewer can savor ... the very quality of the form, the value of a 
work that is open precisely because it is a work.35
Then, within the mindful disposition of an audience/congregation there exists, says 
Abbs, a broad and rich spectrum of cognition together with discriminatory ‘passions, 
intelligence and disarming honesty’ which stimulate response to, collaboration with 
and evaluation of the effectivity of an art-work:
Do the forms embody the secrets of their own hearts? Does the art delight, 
disturb, reveal the enduring lineaments of the psyche? Does it tell the human 
truth, however darkly strange and demanding? Or is it sham? Ego writ large: 
Mere cosmopolitan flash? Or is it caught in the very platitudes from which 
individuals struggle to free themselves, looking at art for the wider meaning? 
Without a discriminating audience, the integrity demanded by the earlier art- 
making phases is liable to falter and fail.36
33 Eco 1989: 9 0 -9 1 . Jean Dubuffet is a 20th Century French painter and printmaker who has created 
images of an irrational and primitive world and who experimented with the texture of the painting’s 
surface, introducing to it media such as sand, cement and lacquer.
34 Eco 1989: 251 & 91.
35 Eco 1989: 103.
36 Abbs 1989:204.
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These are examples of the kind of stimulating questions that can be said to 
contribute to the ultimate effectiveness of a work as art. For, as Philip Yenawine, 
former Director of Education at New York’s Museum of Modem Art has written:
Art is not supposed to be just beautiful, appropriate for a setting, or easy. Its 
most satisfying function is that it allows us to exercise our minds. An artwork 
will establish certain boundaries by its subject matter, style, materials and 
techniques. It then lets us observe and analyse these givens by probing and 
musing. By finding its ambiguities, we can proceed in a game of speculation and 
interpretation.37
It seems neither improbable nor impossible to propose in conclusion of this section, 
that both with and after the presentation and/or performance, the creative process 
begun by the maker of a work of art should continue to evolve. The work has grown 
out of the consciousness, culture and experience of the artist38, that which in Perkins’ 
terms is the ‘marshalling of the maker’s resources’ and ‘the pre-selections of the 
maker’s personal history and the histories of the culture, the species, and the physical 
world’39. If a work is to have a future40 then it will depend on the propensity for the 
work’s impact to encourage independent personal involvement and investment in 
perception and interpretation but it will also depend on the ‘thinking disposition’41 of 
its viewers, even though they might feel a close identity with Giacommetti’s struggle 
of ‘a blind man feeling his way in the dark.’42
37 Yenawine, Philip, How To Look at Modern A rt. New York: Harry N Abrams, 1991: 25.
38 In a passage concerned with the value and relevance of experience, Arthur Koestler wrote in The 
Act o f Ceation (London: Picador, 1964: 363) that ‘a flower, even if it is only a daisy, must have a 
root,; and a work of art, however gay, precious, or serene, is in the last instance fed, however 
indirectly, invisibly, through delicate capillary tubes, from the ancient substrata of experience’.
39 Perkins 1981: 286 & 287.
40 Waldman 1978: 62 -  63. Here Waldman is referring to the exhibition catalogue for ‘15 Americans’ 
shown at the Museum of Modem Art, New York, 25 March -  11 June 1952 and she is quoting the 
passage (p 18) where Rothko states that he believes the future of a work of art is in the eyes o f the 
beholder.
41 Perkins 1989: ix & 4.
42 From the first line of a poem written by Giacommetti about himself and quoted by Andrew 
Lambirth in ‘Giacommetti: Leaving His Mark’. The Royal Academy Magazine, No. 52, Autumn 
1996: 42.
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The Practice 
Concept
The initial brief for the vestments was very broad. It entailed the designing and 
making of four sets of vestments each to be in keeping with one of the Church 
seasons, that is to say: green for Sundays designated as ‘before Lent' and from the 
Monday after Trinity until All Saints’ Day; purple for Advent and Lent; red for Palm 
Sunday, Pentecost and the feasts of Saints who were martyrs; and white for 
Christmas, Epiphany and the Sundays until Candlemas (2 February), Maundy 
Thursday, Easter Sunday until Pentecost, Trinity Sunday and All Saints’ Day; also 
for the occasional offices of baptism, marriage and burial. Either green or red may 
be worn on the Sundays designated ‘before Advent’. Members of the Parish Team 
(churchwardens, lay-readers, curate, non-stipendary priests) were asked to submit 
any ideas that they might have as to how they might conceive these seasons in terms 
of Biblical references, religious texts, music, secular literature and indeed of colour 
itself. Only one idea was proffered, that being that the vestments should be brightly 
coloured so as to bring ‘life’ to the otherwise dull architecture and furnishing of the 
church.
Consultation with the vicar of the parish, Dr Jonathan Draper, was considerably more 
productive, though he was always very conscious of his role as consultant over and 
above that of authoritarian. Having been already presented with the cope Light 
Transformed and Transforming [Figs. 1 & 2], being the first vestment of this 
portfolio, Dr Draper wished to give the artist as much freedom as she needed to 
explore the basic themes creatively. Besides the practical essentials of the sizing of 
the vestments and of the mechanics of how best to hang the lectern falls where there 
had previously been none [Appendix: 2], Dr Draper suggested the following:
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- that the colours be richer and darker rather than lighter, nothing bland; in 
a building which is already bland, the vestments set the tone;
- that any reference to music should be to the Baroque rather than the 
Romantic, to the music of the ‘60s rather than to the 80s techno’;
- that reference to poetry should be to ‘abstract’ poetry rather than rhymed;
- that consideration should be given to the ‘texture’ of the completed 
design;
- that each set of vestments should consist of one chasuble, two lectern falls 
and two stoles.
These were the basic ideas with which the artist approached the St Mary’s 
commission and with which she needed to combine her own general notions:
- that the design of the vestments should make their own, individual 
contribution to the ambience of the Eucharist (Rite A) alongside that of 
the read and spoken word, movement and music;
- that through being largely non-representational, the designs might invite 
the viewer to engage in imaginative contemplation of relevance to the 
context of both site and event;
- that through the absence of immediately recognisable, traditional 
Christian symbols, the dynamic of the designs might encourage, even 
provoke questions and dialogue about the nature of contemporary, liberal 
religious witness rather than give answers according to a long-determined 
register of incontrovertibly true meaning. [Appendix: 3]
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The White Set -  Jubilate. [Figs. 25 -  36]
Development
The main consideration behind all the designing for this set was that it would be used 
for festive occasions, most particularly Christmas, Easter and Baptism. It was 
therefore necessary that the artist should focus on ideas with the potential to express 
an outpouring of energy, of joy and a bursting out from the ‘purple’, of Lent and 
Advent. Early sketches show how rythmical themes of flight and fountain were 
considered alongside those of the vibrancy of fanfare and most specifically of 
trumpet blast, with the last of these gradually taking precedence. [Fig. 25] It was 
considered that the themes of flight and fountain were particularly suited in their 
calmness to a strictly Baptismal vestment, but not to Easter and the concept of 
Resurrection. [Appendix: 4.i] It was decided therefore to try to convey a sense of 
light, and in particular, revealed light so bright as to be unapproachable and yet 
concealing a dark, shadow side. This could be achieved in part by creating the 
upward thrust of the fountain-like motif though care should be taken not to intimate 
any sense of a bubbling up and subsequent fall-out associated with nuclear 
explosion!
Coaxing the design into being was not easy, and indeed the first full-scale maquette 
had to be discarded after seeing it on site because the colour, despite its value in the 
studio [Appendix:4.ii; Fig. 27], proved too delicate in an already bland, light oak 
environment. [Fig. 26] A second attempt, therefore, addressed boldness. It 
abandoned, in the first instance, any feel that the line of the design should fall back 
on itself. Instead, it should drive upward from a restricted area of intense blues and 
purples, fanning out through pinks to golds with the effect that the dynamic might be
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perceived as continuing into infinity beyond shoulder level. The directional quality 
of the design was further emphasised by metallic ‘blast’ lines appearing to issue 
from the trumpet heads intimated by their blue shadow sides in the background. [Fig. 
31] Such was the design that would feature in full on the chasuble. [Fig. 28] For the 
lectern falls, it would be divided so that one half could feature on each fall, thus 
appearing to ‘cradle’ the chasuble when in use. [Figs. 29 -  30]
This exposition of the design work, it is suggested, contributes in part to what Abbs 
identified as stage one of the art making process and the search for an ‘image that 
will hold, comprehend and complete.’43 Alongside this image-making though, and 
worthy of recognition is the evidence in the journal of that which Abbs considers as 
‘natural activity’, of the physical struggle and joy entailed in the making process 
[Appendix:4.iii & 4.iv]. Particularly pertinent as example of many references to, and 
possible influences from the wider field of art-making, is the moment of 
breakthrough in this design which appears to release the artist’s mind from its linear, 
or to use De Bono’s term, ‘vertical’ concentrations, opening up to the possibilities 
offered by the ‘lateral’ mode of thinking. Considering how best to enhance the 
reflective qualities of the work, the artist remembers through the journal:
the idea ... of using spangles for highlights. ... thinking of the bubbles in the 
Messenger (Bill Viola) as the body exhales. Blowing from underwater creates 
bubbles anyway. Birthing! ! Baptising -  into the darkness of the waters and 
surfacing again. A baby often cries out at this point. Are these potential 
connections?44 [Fig. 36]
43 Abbs 1998: 199-200.
44 Journal 3,20 March 1997.
198
Materials, Media and Technique
With the paper maquette complete, the moment arrives for the next stage in the 
designing process which coincides with stage 2 of Abbs’ understanding of the 
creative process. In order that the translation of the design [Fig. 31] into textile 
should be as close as possible to the original maquette, a series of samples was 
worked. This entailed the testing of dyes on different weights and qualities of fabric 
[Fig. 32], testing the most effective way of using shot fabrics,45 and finding the 
appropriate weight and tone of thread. [Fig. 33] It involved also finding a suitable 
fabric onto which to work the design and it involved working further samples to 
discover how the machine would respond to all of the foregoing, with special 
attention to shrinkage, gathering and stiffness. [Fig. 34] The finished panel would 
need to integrate as smoothly and flatly as possible with its final ground so as to be 
relatively soft and not of restrictive discomfort to the wearer.
The outcome of this experimentation was that white organza would act as the base 
fabric for executing the design itself before its application to the main ground of 
cream viscose furnishing fabric. On top of this was placed a layer of pale gold sheer 
fabric dyed freely and in a painterly manner according to the line, form and colour of 
the maquette. [Fig. 35] Subsequently, strips of commercially coloured sheer 
(transparent) fabrics, metallic tissues and gauzes would be placed in overlapping 
layers46 both behind and on top of the organza with spangles sandwiched in between 
so as to achieve in fabric an equivalent in tonal value to that of the coloured
45 This term refers to fabrics where the warp and weft yams are of different colours and sometimes of 
different qualities. The metallic gauze, for instance, which was purchased from an ethnic Indian 
supplier, has a metallic warp and a silk weft.
46 A significant feature of Rothko’s work in his mature period is his use of layers of colour. In the 
journal Arts 30 (March 1956: 17), Patrick Heron writes in his article ‘the Americans at the Tate 
Gallery’ of his captivation with Rothko’s coloured layers: ‘his [Rothko’s] exquisitely powdery
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crescendo of the paper collage. [Figs. 31 & 36] Straight and zigzag machine stitching 
defining the trumpet mouths and along the ‘power’ lines would then serve two 
purposes. It would have the utilitarian purpose of holding all the layers together and 
the decorative purpose, given the apt choice colour and quality of thread, of both 
refining and emboldening the ability of the finished piece of textile to respond 
effectively to the natural and artificial light in the church.
With each stage in the process of manipulating fabric and thread to the purpose of the 
design, the effect of the design itself continued to grow (Abbs, Stage 3) since the 
transparency of the layered fabrics is far greater than that of paper and therefore 
allows new shades to evolve. [Appendix: 4.v] The final effect, however, would only 
come into force when the decorative panels were secured to the main grounds with 
their edges blended out into the main fabric by the addition of further bands of sheer 
fabric. Overstitching would further help to soften the power lines out towards the 
extreme edges of the chasuble, lectern falls and towards the back neck of the stoles.
Iconography
Of the four sets of vestments in this particular commission, the designs for the white 
set are the least complex as regards iconography. A coloured ground rising from a 
source of deep blues through pinks and oranges to golds carries the design, the 
upward flow of which is interrupted by images of part-formed trumpet heads 
described only by their blue, shadow side. [Figs. 28 -  30] A mass of straight lines 
issuing as if from the mouth of the trumpets, appears across the whole design. [Fig. 
36] These lines pass in front of and behind the blue motifs, unifying image with
horizontal bands of colour in Number 10 (1950) bulge forwards from the canvas into one’s eyes like 
coloured air in strata form. He evokes the layers of the atmosphere itself.’
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background and emphasising feeling for the dynamic ‘blast’ of fanfare inspired by 
Handel’s Baroque anthem from his oratorio Samson, ‘Let the bright seraphim in 
burning row their loud uplifted angel trumpets blow.’ [Appendix: 5]
The whole design is aimed at recreating in textile a feeling for the richness, joy, 
shine, noise and vibrancy inherent in any concept of festival and celebration. 
Following a comment that the images were evocative of ‘jubilee’, [Appendix: 6] the 
title Jubilate was chosen in preference to the working title of Fanfare since it seemed 
to bear a more succinct relationship with the dynamic of the design while at the same 
time leaving space for liberal interpretation. The word ‘jubilate’, as defined in the 
New Oxford Dictionary o f English?1 is the imperative form of the Latin verb 
‘jubilare’ and issues the command ‘Shout for joy!’ The noun ‘jubilate’ is the title 
given to Psalm 100 which begins ‘Jubilate deo’ but it can also refer to the musical 
setting of the same. Jubilate was therefore considered an apt title for the design of 
the white vestments since it is perceived to have the potential for metaphoric 
connotations through its association with the dynamic of forceful language and for a 
particular form of dynamic, musical sound.
Evaluation
The process of evaluating creative work is in many ways an on-going process. From 
the point of the earliest ideas and sketches, there is a process of assessing and 
filtering through the accumulating ‘mosaic of potentials’, to coin Perkins’ term48. 
Much of the continuing evaluation which has taken place in the studio and on site is, 
however, fraught with subjective anxiety, [Appendix: 7] and although Maslow
47 1988: 988.
48 Perkins 198: 285.
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believes that such states are essential and integral to creative learning49, the nearest 
an artist can come to an objective evaluation of personal work is when the definitive 
shape of the work is achieved and it is judged complete. Of this same element of 
struggle and conflict, Dewey believes that it may even be enjoyed, despite being 
painful, provided that it is experienced ‘as a means of developing experience’:
There is ... an element of undergoing, of suffering in its large sense, in every 
experience. Otherwise there would be no taking in of what preceded. For 
“taking in” in any vital experience is something more than placing something on 
the top of consciousness over what was previously known. It involves 
reconstruction which may be painful.50
There were three distinct stages of evaluation for the white set. The first was on 
completion when the vestments were taken to the site for final checking before 
presentation (Abbs, Stage 4). [Appendix: 8] At this point it was quite crucial to the 
project as a whole to see that the fit of the individual items was as planned, 
particularly since the white set was the first to be worked in the whole project. The 
hang of the lectern falls, secured as they were to the book rest with brass rods, was 
firm and true to the dimensions of the furniture beneath them, while the chasuble 
draped easily over the shoulders and arms. Moreover, it flowed well in tune with the 
bodily movements. The stoles sat well at the back of the neck because of the angled 
seam and the length proved suitable for all heights of wearer. With regard to the 
design itself, it was judged that the oblique line on the falls and the fanning of the 
‘blast’ lines on the chasuble, together with the combination of strong, but blended 
colour, even in the half-light of winter, helped to soften the hard verticals and 
horizontals of the interior architecture of the church.
49 Maslow 1968: 67. ‘the need to know, if we are to understand it well, must be integrated with fear of 
knowing, with anxiety, with needs for safety and security. We wind up with a dialectical back and
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The second stage was at the moment of dedication and first performance at the 
midnight service on Christmas Eve 1997 when the journal records that the designs 
confirmed the artist’s broad expectations. The quality of lighting51, natural and 
artificial, in the Church was a significant factor in the designing of all the vestments 
and, under the full lights of the church, with the sanctuary densely hemmed in by a 
large congregation, the reflective qualities of the applied fabrics and the threads came 
into play. Moving across the front of the falls, it appeared that the colours changed 
tone and from different seating positions the two falls appeared to be of quite 
different hues. This was precisely the effect anticipated as a result of layering the 
choice of shot fabrics. These same qualities were demonstrated in the chasuble as 
the priest moved through the Eucharistie positions which in turn activated the 
intermittent twinkle of the sparsely but subtly placed spangles. The moment at 
which the designs were seen to their full effect was at the end of the liturgy when the 
priest raises his arms and proclaims the Blessing. At this point, the chasuble is fully 
spread across the body and the dynamic, upward thrust of the design, with its echo in 
the hangings, achieves its full impact.
A third and final stage in evaluation and one which would fall in line with Abbs’ 
fifth and final stage in the creative process is that of the audience/congregation, 
though this remains largely undocumented.52 The artist believes, as did Rothko, that 
once the artist has withdrawn from the work, its interpretation belongs to those who 
behold it. Rothko wrote:
forth relationship which is simultaneously a struggle between fear and courage.’ See also this thesis, 
Chapter 5: 147 & 176.
50 Dewey 1950:41.
51 Lighting conditions in the work place and optimum lighting conditions at the site of hanging were 
crucial to Rothko and an extension for him of the creative process. Breslin, 1993: 303.
52 See Chapters 4 & 5 of this thesis.
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Pictures must be miraculous: the instant one is completed the intimacy between 
the creation and the creator is ended. He is an outsider. The picture must be for 
him as for anyone experiencing it later, a revelation, an unexpected and 
unprecedented resolution of an eternally familiar need.53
The artist does not reveal to the wider public her source of inspiration as it is firmly 
believed that this would restrict the imaginative and expressive powers of each 
individual viewer.54 It is for those who encounter the work to engage with its 
expressive form55 and, giving due recognition56 to context, acknowledge and respond 
freely to their own discriminatory, feeling-response, their own creative imagination, 
thus bringing to it interpretation which can be said to emerge meaningfully from their 
own experience [Appendix: 9]. It is for the viewers to become, as Cupitt 
recommends, like ‘artists’ themselves.
Suffice to conclude that Jubilate was given positive evaluation, with first response 
bringing interpretations of ‘trumpets’, ‘fireworks’, ‘thongs’, ‘lilies’ and ‘golf tees’57 
all of which metaphors can be said to intimate in different ways a sense of powerful 
force. If this is put in the context of Ricoeur’s hermeneutical theory, then it seems to
53 From ‘The Romantics were prompted’ in Possibilities /, Winter 1947 -  1948: 84. Quoted in Ashton 
1983:115.
54 Wolterstorff (1980: 89) writes, echoing Gombrich in Art and Illusion (1979): ‘Almost always there 
will be elements in the work which cannot be accounted for by reference to the artist’s state of 
consciousness. This may ... be due to “ways of seeing” of which the artist is scarcely aware, which 
he has learned from prior experience with art.’
55 Langer (1953:40) believes that art ‘is the creation of forms symbolic of human feeling’ and that a 
work of art ‘is more an “arrangement” of given things -  even qualitative things. Something emerges 
from the arrangement of tones or colours which was not there before, and this, rather than the 
arranged material, is a symbol of sentience.’
56 Dewey (1958: 52 - 53) describes what he considers to be the difference between ‘recognition’ and 
‘perception’. Recognition, he says ‘is perception arrested before it has a chance to develop freely. In 
recognition there is a beginning of an act of perception. But this beginning is not allowed to serve the 
development of full perception of the thing recognised... In recognition we fall back, as upon a 
stereotype upon some previously formed scheme’. For Dewey, something recognised can be said to 
have a tag or a label and it can be said to cause ‘no stir of organism’ nor yet any ‘inner commotion’. 
Perception, on the other hand, he explains as ‘replacing bare recognition’ since it is ‘an act of 
reconstructive doing and consciousness becomes fresh and alive’. Perception, he says, ‘is an act of 
the going out of energy in order to receive’.
57 See this thesis, Chapter 5: 167ff.
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belong to that first ‘naïve’ stage58, being the initial step towards the goal of 
appropriation and new learning.
The Green S e t-  Eternal Present [Figs. 37 - 51]
Development
Suzanne Langer, whose philosophy of creativity has already been addressed in this 
thesis, speaks of the aspect of ‘waiting upon-ness’ of clues and possibilities in the 
‘act of conception’ of an idea and in the formation of the ‘matrix of the work to 
be’.59 This, it seems, can be taken as a perfect description of what is happening in 
the sketchbook and related journal entries for the green vestments as the artist 
responds to instinct and impulse (Abbs’ Stage 1). There are, for instance, fairly 
random and seemingly disconnected references to mandala, [Appendix 10] to the 
‘green pastures and still waters’ of the 23rd Psalm, to the significance of empty 
spaces and to a concept of ‘between[ness]’ together with a note ‘to understand what I 
do not see’. There are references to newspapers, radio programmes [Appendix: 1 l.i], 
poetry and other literary sources. In retrospect, it seems that the issue common to all 
of these is ‘framework’ and the significance of the spaces in between. The idea 
taking form could therefore be perceived as one representing constancy and change, 
where both are seen as vital contributions to the dynamic of human living.
In the sketchbook, drawings and collages explore colour and pattern in and through 
the windows of St Mary’s Church using mixed media, indeed anything that might 
help give a feeling for constancy and change, as well as a sense of the feel and
58 Ricoeur, in Symbolism o f Evil (Boston: Beacon Press, 1967: 9) writes that at this earliest of the three 
stages of subjective response, the self ‘seems to constitute itself at its lowest level by means of 
symbolism and to work out an abstract language only subsequently, by means of spontaneous 
hermeneutics of its primary symbols’. Quoted in Klemm (1983: 69 - 70).
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texture of the end product -  paints, pastels, metallic powders, old landscape 
photographs, seasonal leaves. [Figs. 37 -  40] All this can be said to be in tune with 
what Abbs calls ‘the grappling with first approximations’.
The outcome of the initial, small scale experiments, (ranging from Abbs' highly 
charged fragments to those progressively more shaped and expressive) was full- 
scale, well-developed maquettes for chasuble and lectern falls applied to a dark green 
ground. The panels consisted of greaseproof paper, freely sponged with thick, 
acrylic paint and over-coloured with iridescent pastels and metallic powders, which, 
as it dried and buckled, created a highly textured surface evocative of foliar form. 
[Fig. 41]
The panel for the chasuble reflected the vibrant colours of spring and summer [Fig. 
42] with one hanging taking the autumn tones [Fig. 41] and the other the winter. 
[Fig. 43] Over these was placed a grid reflecting (though indeed not copying) the 
leading of the church windows which served to break up the coloured panels into 
individual and varying images. [Figs. 38, 40, 42 & 43] An instance of ill-judgement 
in the planning, however, gave rise to an interesting and ultimately valuable 
development. Because it proved too narrow to cover the underlying panel, the grid 
for the chasuble was split irregularly down the centre to make it fit. [Figs. 42, 44 & 
48] Thus, a new dimension was given to the design. For the artist, this seemed to be 
expressing ‘brokenness’ and the coloured panel behind the potential for renewed 
wholeness. [Appendix: 11.ii]
59 Langer 19: 389.
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To complete the design and to lift the colour from the banal to the dynamic, a small 
red rectangle was placed in a different position on each panel and, as though passing 
through it, a large red crescent inspired by the bustle of life on Putney Bridge, 
seemingly forming a changing pattern integral to the design of the church windows. 
[Fig. 48]
As for the stoles, the design was to be very simple. It was to pick up on the seasonal 
colours, one stole featuring cold and the other warm colours. Neither would have 
grid nor crescent. [Fig. 44]
Materials, Media and Technique
As with the set of white vestments described above, work began with a series of 
samples (Abbs, Stage 2) to test threads, fabrics and dyes with a view to the finished 
textile being as close in colour and texture to the original maquette as possible while 
allowing for the nature of the new medium to change and improve on it. [Fig. 45] 
For instance, the coloured panels for each of the items in the set were created by free 
machining on a dissolvable fabric [Fig. 46], which is a strong tissue which is 
dissolved away in water once the work is complete. The coloured threads were 
worked in directional machining in a painterly manner sometimes quite intensely in 
order to coax bulges into being, thereby creating an undulating surface with 
increased textural appeal, the idea again being to give an intimation of floral and 
foliar form. [Appendix: 11 .iii] For the ‘winter’ panel, the stitching followed a more 
severe, diagonal line to try to enhance a feeling of uninterrupted chill. [Fig. 43] The 
aim was, as Reid believed, not to present ‘duplication in projection, but a new
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created image embodied in a medium, derived perhaps from life experience but not 
by photographing it’.60
Once the long task of machining the new material was complete and the supporting 
fabric dissolved away, metallic tissues corresponding or contrasting to the surface 
colour were applied behind the remaining lace-like web to increase its reflective 
aspect and equally the vibrancy of the seasonal hues. Abbs’ ‘shift towards final 
appearance’ (Stage 3) could be said to be well underway.
The framework that was to be added to the main panels was cut from binca-type 
canvas, dyed to match closely the dark green of the main fabric, but with hints, 
through the addition of metallic powders, of the other colours in the design. [Fig. 47] 
With each individual section then ready, the coloured panel was sandwiched between 
the main fabric and the framework and all three machined together along the lines of 
the grid.
The final stage was to construct the red crescent in a stiff, furnishing vilene dyed red 
and then to cover it entirely with machining in a rayon thread, the intensity of which, 
when woven into the grid acquired a startlingly luminous effect. [Fig. 48]
Iconography
It can be said of the iconography of the design as it finally appears on the finished 
vestments, that the inspiration is taken from the windows in St Mary’s Church and 
seeks to express the way in which these are an unchanging feature framing the 
constant flux of the seasons and of society as it is seen commuting over Putney
60 Reid 1969: 62.
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Bridge. [Figs. 4 9 -5 1 ] As the author struggled with the concept of framework, she 
began to conceive of this as representative of the constant aspects of life, and in 
particular of the skeleton, which is the most likely bodily feature to survive intact 
when the rest of the body has disintegrated. After centuries of virtual ‘non- 
existence’, a skeleton can reveal vital clues in anthropological research. As an 
extension of this idea of constancy, there then arose a new idea of the frameworks as 
representing more broadly the comfort and security of that which the human being 
‘knows’.
Every other aspect of life as less permanent and subject to more dynamic and 
developmental change came to be represented behind the coloured panels. These 
were to become, for the artist, the metaphoric relationship between the cycles of 
human life and those of the changing seasons clearly observable again beyond the 
church windows. Moreover it was possible that these panels, with their reference to 
change, could represent for the perceptive/receptive viewer, the challenge of change 
and by further extension, the ability to rise and meet that challenge.
The freedom implied in the coloured panels may be said to be held in balance by the 
consistency of the framework but the real dynamic is with the red crescent apparently 
pivoted on a small red rectangle. [Figs 48 -  51] This small image, inspired by the 
movement of red buses on Putney Bridge, came to embody a feeling for the 
‘richness and mutivalency’61 of other unknown lives and worlds. The red crescent62 
became a symbolic acknowledgement of the human mind as it circles in and out of
61 McFague 1982: 26.
62 The author/artist attached no other Islamic or other faith interpretation to this symbol.
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conscious awareness, engaging one moment with the self and its immediate drama 
and at another being the spectator in the drama of the other. [Appendix: 11 .iv]
It was the tensions of this particular design, between consistency, precision and 
change, between stillness and flux, which stimulated the artist, inspired by McFague 
(1982) and Ricoeur (1976 & 1978) to considering the case for the work being 
conceived as unresolved metaphor with its whisper ‘it is and it is not’ over against 
the harmony of the symbol.63 [Appendix 12] Later, as a result of hearing a sermon64 
considering the concept of the eternal newness of every living but constantly 
changing moment, the set was to adopt as title a phrase from that sermon, Eternal 
Present. This sermon took as its text two references: first some words from Matthew 
6 v 34, ‘Do not be anxious about tomorrow’ and secondly some words from the 
seventeenth century French philosopher, Blaise Pascal:
We never keep to the present. We recall the past; we anticipate the future ... We 
are so unwise that we wander about in times that do not belong to us, and do not 
think of the only one that does; so vain that we dream of times that are not and 
blindly flee the only one that is ... Let each of us examine our thoughts. We 
shall find them concerned with the past or the future. We almost never think of 
the present, and if we do think of it, it is only to see what light it throws on our 
plans for the future ... Thus we never live, but hope to live, and since we are 
always planning how to be happy, it is inevitable that we should never be so.’ 65
The idea here is a reworking of the concept of ‘eternal life’ from its conventional 
reference to a ‘further quantity of life after death’ and to move it away from the issue 
of immortality. According to theologians D Z Phillips, Stewart Sutherland and 
indeed Cupitt,66 as he has been explored earlier in this thesis, the term ‘eternal life’ 
can best signify for the current age, a new way of living with a 'quality of existence
63 McFague 1982. Also Chapter 3 of this thesis.
64 St Mary’ Church, Trinity Sunday, 1998.
65 Pascal: Pensées. London: Penguin, 1966: 43, pensée 47 (172).
66 Cupitt 1999a: 8
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in the here and now.’ As Sutherland argues from the point of making this life as we 
experience it now meaningful, ‘we must be speaking not of a post-mortem 
appendage to life (not even if it is endless) but of human life as such, and of what, if 
anything, in human life is independent of chance and change.’67
Evaluation
One of the first aims that the artist had when the St Mary’s commission was offered, 
was that the design should be shared between the individual pieces -  chasuble, 
lectern falls and stoles - so that it might appear as if each was presenting a different 
participatory, yet supportive viewpoint in the same conversation. This being so, then 
when the green set was assessed for the first time in its complete form in the church, 
(Abbs, Stage 4) it was felt that the aim for the composition of the designs had been 
particularly well achieved. It seemed that the eye was being drawn round in the 
complex interplay between the visual characteristics of the two hangings [Figs. 50 & 
51] and the chasuble [Fig. 49], and from time to time, it seemed to he deflected 
towards the windows, to the curve sweeping across the vertically oriented pattern of 
the central light, to the pattern of the leading and to the view beyond. This 
confirmed a positive relationship between art work and glazing but from re­
presentation not imitation. Then, the uncompromising, even disquieting, curve of the 
red crescent, situated in a different position on each panel, provided a dynamic 
contrast against the matt dark green of the main fabric, such that under the spotlights, 
it appeared from certain angles to have been worked in fluorescent thread.
67 Sutherland, ‘What Happens After Death’ in Scottish Journal o f Theology, vol 22, 1969: 404 -418. 
Quoted in Clack & Clack 1999: 156 -  158.
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Only gradually did the eye begin to focus on the finer details of the spaces between 
the grids and on the parted, broken/open form of the framework on the chasuble. 
[Fig. 49] Slowly too, there emerged a difference between the two hangings which 
had not been part of the planning. Where the ‘winter’ hanging presented a cold [Fig. 
51], almost impenetrable face to the congregation, the manner in which the colours 
of the companion piece [Fig. 50] were arranged and blended gave the impression of a 
third dimension. It seemed either as if it was offering to the surprised artist and 
potentially to the perceptive viewer, an opportunity for imaginary exploration of the 
way forward. Alternatively, it seemed as if it might be perceived as an ‘invitation’ to 
pursue George Pattison’s idea when he wrote that ‘if there is some new whisper of 
the spirit in the silence of our present wilderness, we must be both light enough and 
flexible enough to hear and to follow.’68
The Journal records only a single evaluative comment (Abbs, Stage 5) after the 
dedication, that being that the vestments Took well in action’. The energetic intensity 
of the working process and the efforts to present a work that is neither simply, to 
quote Dewey, ‘a display of technical virtuosity’ nor ‘a gush of sentiment or reverie’ 
nor yet a mechanical repetition of ‘some old model fixed like a blue print in [the] 
mind’ mean that it is time to let go and allow the piece to stand alone and speak for 
itself. [Appendix: 13] The artist needs to withdraw, to become, as Rothko put it, ‘an 
outsider’, to shed the intimacy that has built up between the work and its creator69 
and to leave interpretation, again like Rothko, to the needs, spirit and imagination of 
the sensitive observer.70
68 Pattison 1991: 9.
69 Rothko in ‘The Romantics were Prompted’ quoted in Ashton 1983: 115.
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The Purple Set [Figs. 52 - 65]
Development
The inspiration for the design of this set came from a sermon preached by the Vicar, 
aimed at preparing the congregation for the implications of the penitential season of 
Advent. ‘Watch, wait and remember the promise’ were key words and ones around 
which the design was to become woven. [Appendix: 14.i] Because, however, the 
purple vestments would be worn also for Lent and occasionally for funerals, it was 
felt that a theme such as this might be of greater pertinence were it to be underpinned 
by the idea of ‘preparation’ rather than the more traditional idea of penitence and 
agony.
It was from the artist’s personal experience71 of sitting in tall stilted hides in nature 
reserves, the patience of watching and waiting being rewarded by promised 
sightings, that the image of the watchtower first surfaced. This was encouraged in 
two ways: first, by an inspirational lecture on lantern festivals and carnival 
[Appendix 14:ii; Fig. 52] and secondly by the discovery of motifs of towers and 
turrets in the background of windows in a side chapel at St Mary’s depicting the 
Parable of the Ten Virgins/Bridegroom (Matthew 25 w  1 -  13) which again carries 
with it reward for patient alertness. [Figs. 53 -  54]
The question of image was clearly taking shape, but there still remained the issue as 
to how to represent the idea of ‘promise’. Thinking revolved around the question of 
light and how, in times of stress, despair, pain, suffering or penitence, it is a
70 Chave 1989: 188.
71 Dewey (1958: 55-56) believes that the dynamic of ‘experience’ takes time to complete between its 
inception, its development and its fulfilment. He writes: ‘Experiencing like breathing is a rhythm of
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metaphoric darkness which seems to prevail and, to call upon a common saying, 
what is sought is ‘the light at the end of the tunnel.’ [Appendix: 14.iii] It was 
decided, therefore, to mount the ‘watchtowers’ on a dark background which would 
be interrupted in the horizontal plane as if light were breaking through in the cold 
and warm colours of the diurnal cycle. [Appendix: 14.iv]
As the sketchbook shows, the artist set to work on a series of mixed media 
experimental studies [Appendix: 14.v] as for the two sets described above, to explore 
how best to incorporate colour into what might be a largely monochrome purple 
design, to explore the size, form and positioning of the images to be included and 
above all, to gauge the balance and relationship of the different parts of the 
composition as a whole. [Figs. 55 & 56]
The ensuing full-scale maquettes consisted of rather different designs for the three 
major panels but as such, they were hopefully ones which might be perceived again 
as different stances in the same ‘conversation’. [Figs. 57 & 58] The design for the 
lectern falls was conceived from what might be termed the ‘subjective’ position of 
the viewer(s) looking out as if through a window(s) towards a source of light ahead. 
This was achieved by colouring a ground of smooth but heavy lining paper with 
bands of oil-pastel and ink/watercolour resist, one evocative of the first light of day 
and the other of light at night with the added feature of an over-sized, iridescent 
moon-like disc. Over each of these was placed a sheet of purple paper from which 
irregular-sized windows had been cut. This served to try to situate the viewer
intakings and outgivings. Their succession is punctuated and made a rhythm by the existence of 
intervals, periods in which one phase is ceasing and the other is inchoate and preparing’.
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‘inside’ in a position of looking out, but it also served the technical purpose of 
breaking up and masking areas of background colour.
The design for the chasuble panel was conceived from a more objective stance. The 
viewer is presented with flat images of ‘watchtowers’ with a sometimes ‘veiled’, 
‘closed’ or ‘transparent’ state of the windows. The background to these images is 
then a composite form of those for the lectern falls with horizontal bands of colour 
incorporating both the vivid colours of the ‘dawn’ scape and those of the cool, 
silvery ones o f ‘night’. [Fig. 59]
Materials, Media and Technique
Each phase in the conversion of the design from the paper maquette into the textile is 
preceded by samples to both ensure at least a consistency of tone if not an 
enhancement of it, and the appropriateness of the selected threads and fabrics for the 
purpose. Crepes, tissues, gauzes, sheers, ribbons and metallics all have different 
tensile strengths, the problems of which have to be resolved at an early stage if the 
finished piece is to have durability. Moreover, as these fabrics are layered to achieve 
variations in tonal value, the thickness increases and therefore suitable threads and 
needles have to be chosen so that the joining will not only be aesthetically pleasing, 
but functionally sound.
In translating the design to fabric then, a foundation layer of organza coloured with 
bands of silk and metallic dyes [Fig. 60], was overlaid with narrow strips of fabric as 
detailed above before being further enhanced on the surface with intermittent streaks 
of gold dye to break down the monotony of any one colour. [Fig. 61] The idea was
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to arouse in the viewer, through the tonal values, a feeling for light piercing 
shadow/dark in perhaps a similar way to which Ashton assures her reader that 
Rothko did with what she describes as, in his ‘glowing colour structures’, his 
‘intention to create light, to generate light by overpainting, masking, thinning and 
thickening and working for musical effect, the ‘vibrato’ to which he responded in the 
most poignant of Mozart’s late works.’72
Different intensities of zigzag machining were then used to secure the layers together 
and to ensure a smooth transition from one colour band to the next. [Fig. 61] This 
process was completed with the addition of parallel lines of intermittent hand- 
stitching in fine machine threads which allowed for further subtle blending and 
reflecting of colour, by the introduction, for example, of the complimentary 
gold/yellow into purple or alternatively of analogous orange into red. [Fig. 61] Only 
in the areas of the ‘moon’ did the stitching gradually deviate from this pattern in 
favour of a circular format to soften the abruptness of the change. [Fig. 63]
Following completion of the panels, the treatment of the chasuble and the falls 
differed. In the case of the chasuble [Fig. 62], the images of ‘watchtowers’ were 
constructed separately in purple fabrics of differing sizes, tones and textures of 
purple fabrics before being machined to the base and enhanced, like the background, 
with running stitch to achieve optimum surface disturbance and light reflection. [Fig. 
63] At the point of application of the panel to the main fabric of the chasuble front, 
certain lines of stitching were extended beyond the central panel to give, through the 
blending, an appearance of a unified width of material. [Appendix 14.vi]
72 Ashton 1983: 137-138.
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In the case of the two hangings [Figs. 64 & 65] , the coloured panel was covered 
with a length of main fabric. The layers were then machined together along the line 
of the ‘windows’ before the same were cut away to reveal the colour beneath. 
Certain of these colours were then introduced to the surface in lines of machining 
again with the intention of blending and softening the overall effect.
As for the stoles, these reflected the colour themes of the two falls, with bands of 
colour gradually blending into the purple of the main fabric at shoulder level.
Iconography
Much of the iconography of this set of vestments has been indicated in the sections 
above, but the implications as the artist conceived them need some clarification for 
the benefit of this thesis. First, the image of the ‘watchtowers’ can be said to situate 
the concept of ‘watching, waiting and remembering’ as well as embodying 
potentially a symbolism of good and evil. [Appendix: 14.vii; Fig. 53] The paradox 
of ‘watchtowers’ is that while they generally permit sightings of good things, they 
can have more sinister implications which can be illustrated by an extract from the 
writing of travel writer Nicholas Crane, who, observing Serbia on the left of the 
Danube, notes:
Too quickly the sun rose and seared away the shadows. On the far bank, Serbia 
looked flattish and rustic, like Suffolk in a heat wave. There were few trees for 
shade and they made lonely companions to the watchtowers erected to deter 
escapees across the old Iron Curtain. Now the towers were manned by soldiers 
watching for smugglers.73 [Appendix: 14.vii]
Secondly, the images of the ‘watchtowers’ may be taken as metaphors for people. 
Seen objectively from the point of view of the observer, these images focus broadly
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on looking in on the other who is perceived as either withdrawn or unresponsive as 
indicated by the ‘windows that are blanked out, as fully alert as indicated by the 
‘windows’ that are either transparent or lit up, or as situated between the two as 
indicated by the ‘windows’ that are veiled. [Fig. 63] Thirdly, an opportunity presents 
itself for a reversal from the objective to the subjective response with the design of 
the lectern falls. [Figs. 64 & 65] These invite the viewer to situate themselves in the 
scenario and to be themselves in a position of looking out1*, seeing what they can, to 
quote Cupitt, ‘make out’ of ‘pure contingent forthcomingness, possibility waiting to 
be actualised’.75
The issue of light and darkness and the inference of each in the other, is addressed 
through the coloured bands that are a feature of all the items in the set. Through the 
gradation of colour, the artist has sought to express the idea that even in darkness and 
despair, there is usually some quality of light, some hint of ‘promise’ if the ‘eyes’ are 
allowed to adjust to it. [Appendix: 14.viii] That the light can be said from time to 
time to ‘dawn’, metaphorically speaking, within, is expressed by the vertical lines of 
stitching which break out of the images to rest on the surface of the design.76
73 Crane, N, Clear Waters Rising. A Mountain Walk across Europe. London: Viking, 1996: 333 
quoted in Journal 3, 22 January 1997.
74 Dewey (1958: 48) believes that whenever the artist is working, he ‘embodies in himself the attitude 
of the perceiver’.
75 Cupitt 1998b: 5 & 38.
76 Related to this point is a quotation in Cupitt (1999a: 22) from Henri David Thoreau who, in 1854 
wrote, ‘We must learn to reawaken and keep ourselves awake, not by mechanical aids, but by an 
infinite expectation of the dawn, which does not forsake us in our soundest sleep’. Cupitt’s reference 
(1999a: 108, notes 5 & 7) is to the Library of America Omnibus Edition of Thoreau’s works. New 
York: Literary Classics of the United States, 1985: 394f.
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Evaluation
When this set of vestments was placed in its finished state for the first time, the first 
impression was one of balance, despite the different facets of the design.77 It 
appeared, very much to its advantage, more subtle, calm and meditative than its 
predecessors and this to an extent was helped by the soft dominance of purple fabric 
even though textures and qualities were different. The power of the design was then 
to be experienced in the interruption of these clean lines. On the chasuble [Fig. 62], 
this was achieved at one level by the rake-roofed ‘watchtowers’ but more 
dynamically still by the large, circular motif in one hanging [Fig. 64] and in the 
other, the vibrant oranges and reds which break through the bands of muted blues, 
greens, mauves and the surface purple. [Fig. 65] It was these that captured the eye 
and held it on the vestments as they contributed to the articulation of the liturgical 
mode and mood associated with Lent, Advent and Funeral Rite.
This set was accepted into the church on the third Sunday in Advent 1998. Following 
the service, comments from members of the congregation proposed ‘dawn’, ‘our 
homes’ and ‘desert’78 as possibilities for design interpretation and this shows how it 
is possible and probable that the viewer will begin to access potential meaning by 
making metaphor. The titles of the sets of vestments are for research and exhibition 
purposes and are not revealed to the congregations at the point of dedication and 
therefore they enter into the interpretative process by making analogies with images 
and feelings that are already familiar to them.
77 For the abstract Expressionist painter, Richard Poussette Dart, a sense of balance in a work was a 
contributory factor to the presence of the spiritual in art. He wrote in his journal: ‘The spiritual in art 
is not figurative nor depictive of any special themes forms or ideas or so-called religious systems sects 
or beliefs; the spiritual in art is the inner substance & passion of wholeness and integration inclusion 
& dynamic of balance of all opposites harmoniously moving in oneness.’ The Metropolitan Museum 
of Art, Sims and Polcari 1998: 15.
78 See this thesis, Chapter 5: 167ff.
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Here again is the point at which the artist withdraws to give the work its own lease of 
new life in the church, where ‘it has to look after itself.79 As Carl Jung expressed so 
succinctly in 1930:
Being essentially the instrument of his work [the artist] is subordinate to it, and 
we have no right to expect him to interpret it for us. He has done his utmost by 
giving it form, and must leave the interpretation to others and to the future.80
The Red Set -  Red. Untitled [Figs. 66 - 75]
Development
Sketchbook drawings and texts quoted at the beginning of this work show no one 
clear idea emerging and a lingering influence of an earlier design for a red frontal81 
with references to Pentecost and Holy Spirit as ‘rushing’, ‘burning’, ‘wind’, ‘flame’ 
and ‘fire.’ [Appendix: 15.i]
Eventually, however, the artist was to become acquainted with Robert Campin’s 
medieval triptych of the Annunciation82 depicting Mary and Joseph attending 
respectively to reading and carpentry. (Fig. 66) The remarkable things about this 
work are first, the ‘ordinariness’ of the moment set against a background of daily life 
in a Flemish town and secondly, the outsized angel, the immediacy of whose quite 
unnoticed arrival is indicated by a guttering candle. [Appendix: 15.Ü] It seemed to 
the artist that if spirit can be said to be silently and discretely functioning in the 
everyday, then this picture was a perfect example.
79 Quoted by Geordie Greig in 'Meeting Frank Auerbach. Paint or Die’, in Modern Painters, Autumn 
1998: 76.
80 From and essay dated 1930 in the English edition of Carl Jung’s Collected Works, vol 15 and 
quoted in Read, H, Henry Moore. Mother and Child. London: Collins in Association with UNESCO, 
1966: 5-6.
81 1994, Priory Church, Lancaster.
82 To be seen in The Coisters Museum, New York.
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It was subsequently this image of the guttering candle which was to become the 
theme for the red design and numerous studies of candle smoke were made using the 
side of a charcoal stick because of the three dimensional effect of twist that could be 
achieved. [Appendix: 15.iii; Figs 67 - 69] As a design began to take shape, it was 
decided to concentrate on the smoke trails for the chasuble panel, but in order to give 
prominence to its implied, rhythmical movement, the design for the lectern falls 
would pursue a pregnant stillness through a rising pattern of textured reds and 
coppers.
Materials, Media and Technique
The resource of material for this set of vestments was very similar to that for those 
already examined. The main fabric would be the same viscose furnishing fabric, this 
time in a rich, dark red with layers of sheers, metallic tissues, and shot, metallic 
organzas in reds, coppers, pinks, golds and bronzes to create variations in surface, 
hue and above all, glow. [Fig. 70] In addition to this, skeins of viscose tops (raw 
viscose fibre in its unspun state), random-dyed to tone with the design by the 
supplier, would be used. The natural, rhythmical coil of these fibres was found to be 
a perfect medium for achieving the pattern of the smoke trails. [Fig. 71]
Following the working of samples to try to overcome the design issues of changing 
from working on paper to working on fabric, the chasuble [Fig. 73] was begun with a 
base of organza random-dyed in reds, purples, blues and metallics to create a 
variation of tones which would effect the tones of the squares of sheer fabric to be 
layered on top of it. At each stage in the layering, coiling lines of machining were 
added along the length of the panel to enhance the feeling for subtle depth. Strands of
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the viscose fibres were then teased apart into various thicknesses before being 
intertwined up the entire panel following the line of the design as it appeared on the 
maquette, but all the time allowing the viscose to take form. A final discrete layer of 
red net was applied over the entire surface to curb the tendency of the fibres to fluff. 
Metallic threads proved too harsh and killed the natural sheen of the fibres and were 
therefore abandoned in favour of more gentle rayon. [Figs. 72]
Although the stitching served the practical purpose of securing all the layers together, 
it equally had the advantage of drawing attention to the rhythm of the design. It was 
discovered during the working that, despite the weight and expanse of fabric being 
manipulated under the machine needle, it was more effective to try to maintain the 
momentum of the stitching and to preserve the smooth, free-flowing character of the 
line. [Appendix: 15.iv] The need to hold on to one continuously smooth movement 
became even more vital as the panel was applied to the chasuble front and the 
scrolling trails were extended and blended out towards the extreme edge of the main 
fabric.
The construction of the lectern falls [Figs. 74 & 75] for this set proved less 
complicated and strenuous, [Appendix: 15.v] perhaps, it might even be suggested, in 
keeping with the different aspect of spirit which they were to evoke. Strips of a wide 
variety of textured fabrics (brocades, twills, silk cords, and satins) were used in 
addition to those detailed above with some of these being softened with additional 
dye to preserve the texture while helping them to blend more with each other. 
Bondaweb was then used to secure each strip firmly to the main fabric of the panel 
before being secured with a machined buttonhole beading in toning threads. Finally,
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two or three coiling smoke trails [Appendix: 15.vi] were machined up the length of 
both panels in a combination of analogous reds, rusts, and sharp orange, and a trail of 
contrasting blue to give a fine but sophisticated lift to the implied energy. [Figs. 74 & 
75]
As for the stoles, a single coiling trail was worked up the length of the stoles and 
across a double width of fabric, petering out towards the front neck. Once machining 
was completed, this length of fabric was then cut in half with the finished effect of 
different elements of the same design on each side of the stole but with a natural flow 
from one into the other.
Iconography
‘A work of art’, writes Langer:
presents feeling (in the broad sense ... as everything that can be felt) for our 
contemplation, making it visible or audible or in some way perceivable through a 
symbol, not inferable from a symptom. Artistic form is congruent with dynamic 
forms of our direct sensuous, mental and emotional life; works of art are 
projections of “felt life” as Henry James called it, into spatial, temporal and 
poetic structures. They are images of feeling, that formulate it for our 
cognition.83
This quotation can be said to describe precisely what the design for the red vestments 
aspired to achieve. ‘Spirit’ in all its modes [except that of distilled liquor!] is non­
physical and phenomenological. The only way that it might then be articulated 
visually for others to share might therefore be said to be through metaphor, which in 
the case of the design for the red vestments, was as if it’s presence were sensed 
through the guttering smoke trail of a candle.84
83 Langer 1957: 25 & 26
84 Breslin (1993: 264) records an image of Rothko ‘endlessly smoking cigarettes’ when he was at the 
California School of Fine Arts and points to a possible relationship between the character of the
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The twisting and turning images of the chasuble design [Figs 72 & 73] attempt to 
evoke in one sense the almost surreptitious, silent, intangible yet vital current85 of 
‘spirit’ which is never at rest. Yet there is, however, a paradoxical sense in which the 
design may be seen to embody a more tortuous, visceral, gutsy rhythm alluding to 
the physical, bodily torment of martyrdom. Indeed, not only is red the colour worn 
for Pentecost, red letter day saints such as the Evangelists, and the Kingdom season 
(the Sundays before Advent), but also for martyrs like St James and St Paul and for 
Passiontide.
In contrast to the design for the chasuble, but in sympathy with it both from the point 
of view of colour and meaning, the design for the lectern falls is more calm. [Figs. 74 
& 75] Rectangular blocks of warm hues of red, bronze and copper with purples and 
dark blues to give a feeling of depth, rise up the panel in an irregular format with 
veins of stitching coiling up over the surface. The form that this design takes can 
best be described as reminiscent of the Manhattan skyline [Appendix; IS.vii] and yet, 
unintentional as this was, such an image does bring to the design the potential for 
interpretation as spirit of the city.
Evaluation
The feature of the red vestments to have the most immediate appeal when they were 
seen completed in the church was the colour itself, for it seemed to bring a warmth 
and benevolent glow to the building. With regard to the chasuble, the deep tone of 
the red appeared to ripple under the lights while its richness was enhanced on the
smoke and the manner of Rothko’s talking. He writes: ‘Douglas MacAgy recalled Rothko at the 
CSFA endlessly smoking cigarettes, “the curling smoke almost a symbol of how he talked: very 
elusive talk”. It was easier to assert the presence of a subject matter than to define it; that was partly 
because Rothko’s subject matter was elusiveness’.
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chasuble by the shadows in the folds and by the sheen of the satin lining. Slowly, the 
eye was drawn to the decorative panel where the softer, gentler sheen and fluidity of 
the design seemed to lead up into an interesting interplay with the more subtle, 
modulated pinks and mauves of the stained glass.
By contrast, the density and boldness of the colours, the textures and rectangular 
forms of the lectern falls seemed to reverberate and resonate86 with the stronger blues 
and especially the reds of the vertical panes of the windows. This ‘vibrato’ was 
accentuated further as the eye focussed in on the finer dynamic of linear trails as they 
coiled up the length of the hanging, leading from the deep blue/purples at the base up 
to the upper limit of the lectern and seemingly beyond. Neither glass nor textile 
seemed to overshadow the other. Each seemed master of its own space with the 
balance held by the chasuble, functioning in a position central to all.
Over all, the entire composition could be said to fulfil a feeling of burning but not 
consuming which had been one of the artist’s earliest expectations, though a response 
from a clergyman who quoted Matthew 16 w  1-387 might indicate that it was 
possible to find embodied here a warning of threat as the paradox of benevolence. 
[Appendix: 16] Other responses from the congregation differed from ‘as though ice­
cream sauces have been squirted up and down à la Pollock’ to ‘not easy’ and ‘not
85 A term used by Pattison 1998: 139.
86 For an exposition of the ‘phenomenological doublet’ of resonance and reverberation see Bachelard 
1994 edition: xxii-xxiv.
87 ‘And the Pharisees and the Sadducees came, and to test him they asked him to show them a sign 
from heaven, He answered them, “When it is evening, you say, ‘It will be fair weather; for the sky is 
red.’ And in the morning, ‘It will be stormy today, for the sky is red and threatening.’ You know how 
to interpret the appearance of the sky, but you cannot interpret the signs of the times.”
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celebration’,88 to a dualistically creative and destructive symbolism in the red 
through its ‘power, the power of the foundry, the refiner’s fire.’89
Varying as these responses do from the apparently flippant or whimsical to the 
apparently more serious, they none-the-less stand as instances of the viewer 
approaching an unknown by means of a known. By drawing in this way on the 
benefit of personal experience and imagination, and then expressing it through the 
ordinariness of everyday language, a starting point for interpretation is opened up. 
As Cupitt says, ‘we should regard ordinariness with intellectual respect as being the 
substrate -  the soil out of which everything grows, and into which everything 
returns.’90
*
Before entering into the summary of this chapter, two final points ought to be made 
regarding the whole project, one concerning the practical aspect of the working 
process and the other, the artist. From the practical point of view, none of the 
chasubles was decorated heavily on the back since in modem liturgies, the priest 
celebrates from behind the altar and facing east. In order, however, that the back of 
the vestment when viewed from behind should have some intimation of what is to 
come as the priest turns to face his congregation, each was stitched with a self- 
coloured pattern. This had the effect of disturbing the plain weave of the fabric and 
reflected the main outline features of the front panel. Hence, the back of the white 
chasuble featured lines fanning out from the base up towards the shoulders, the back
88 Journal 4, 23 March 1999.
89 Journal 4, 7 October 1999. See also this thesis, Chapter 5: 167ff.
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of the green chasuble reflected the grid of the framework, the back of the purple 
featured fine, hand-stitched motifs of watchtowers and the red the swirling and 
coiling line of the smoke trails.
The second point needing to be made regards the disturbance of equilibrium to which 
the artist is subjected during the process of creativity [Appendix 17], as she struggles 
with the tensions of her own philosophy, her planning, her inventiveness, her 
materials, her tools and her dialogue with the imagined viewer. Cupitt calls this the 
artist’s journey into darkness and nothingness, the place where ‘the vacancy [void] at 
the Centre of all things and the vacancy at the centre of the self coincide’.91 
Although this same place is for Cupitt, that from which ‘all things come’92 and while 
it might be said that hope for the artist is rarely abandoned, the feeling of isolation 
can be likened to that of R S Thomas’s black cat ‘on a bare cliff top in March whose 
eyes anticipate the gorse petals’. [Appendix: 18]
There are the moments when the adrenaline runs too fast and the artist goes into 
what she describes as ‘quake mode, ... shaking as never’,93 and there are surges of 
‘worst scenario’ feeling, of dissatisfaction and ‘sheer panic’ when unwanted 
anxieties flood in and the fear of having overstepped the creative potential rises. 
Signs of an awareness of risk taking and responsibility towards the viewer give rise 
to the ‘nagging thought ... will it be alright?’94 Conversely there are a few 
moments, of ‘good feeling’95 when ‘the horrors ... seem to be lifting, falling away
90 Cupitt 1999b: 102.
91 Cupitt 1987: 146.
92 Cupitt 1987: 146.
93 Journal 4, 25 January 1999.
94 Journal 3, 26 August & 20 September 1997.
95 Journal 4, 30 July 1998.
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like a dense fog’ and of compulsive drive.96 Then there are times when, after the 
struggles and exhilerations of the creative process, the tailoring begins, a task likened 
to the boredom of motorway driving when it is essential to stay alert and on course.
Fluctuations in mood such as these can often be quite harrowing but as was seen 
earlier through Abbs, they are a constitutive part of the natural activity involved in 
the creative process and a valuable contribution to the ‘definitive shape’ of the final 
work:
The artist -  the significant artist -  is best conceived as a perceptual philosopher, 
as one who seeks, through the symbolic ordering of his or her sensations, 
understanding into the nature of human experience. Rembrandt’s late self- 
portraits are testimonies to this; they manifest the energy of reflective 
consciousness to discern meaning within the sensory play of colour, texture, 
mood and spatial relationship. The aesthetic is directed towards the 
apprehension of truth. In and through his paintings, Rembrandt interrogates 
existence.97
It is precisely energy, reflection, discernment and interrogation which are driven by 
‘the need to know’, and, as Maslow says, ‘if we are to understand it well, [it] must be 
integrated with fear of knowing, with anxiety, with need for safety and security. We 
wind up with a dialectical back and forth relationship which is simultaneously a 
struggle between fear and courage.’98
Summary
This chapter has been concerned with the theory of the creative process and has 
sought to place in it the author/artist’s creative portfolio. By taking the sets of 
vestments made for St Mary’s Church, Putney as example [Figs. 25 -  75], it has 
sought to analyse the working process and, assisted by references to the learning
96 Journal 4, 27 June 1998.
97 Abbs 1989: 7.
98 Maslow 1968: 67.
228
journal, has tried to delineate aspects of their development, their media, materials and 
techniques and their iconography as well as giving an evaluation of the whole work 
in its context.
It has called on the observations of Rothko and the writings of Cupitt to support the 
philosophy inherent in the working process and the hermeneutical theory of Ricoeur 
in order to anticipate viewer participation and interpretation. In showing how on the 
completion of each set the artist feels it necessary to withdraw as the work is handed 
over to its final home, the chapter has also tried to intimate the metaphorical aspect 
of the work. With or without acknowledgement of the titles, the designs display an 
openness to liberal interpretation which can be said to depend almost entirely on and 
thrive on the attitude and imaginative response of the viewer within the broad 
boundaries of an Anglican, liturgical context.
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7Conclusion
This thesis has constructed and explored a theory through which to address a range 
of current issues relating to the association between philosophical issues in the 
theories of art, theology and ecclesiastical textile design. It has been worked in 
tandem with a portfolio of commissioned vestments created by the author/artist as 
designer/maker. These vestments have been designed to probe and enhance the 
nature of contemporary Anglican worship and to offer to the church new conceptual 
and creative stimuli which attempt to avoid the repetition of the extant conventional, 
representational images.
Chapter 1 was divided into three sections, the first of which addressed the issue of 
the first person, since the function of personal reflection concerning philosophical, 
theological and interpretative issues involving the contemporary aspects of the 
portfolio has been a major factor underpinning the thesis’s investigation. To facilitate 
an objective appraisal, however, the present text is in the third person singular. The 
theories of Madison (1990), Ford (1999), Klemm (1983) and examples from Cixous 
(1969 & 1970) were engaged to interrogate the roles of the investigative T  as a 
means of understanding presuppositional motivation and its outcome; also to make 
explicit some previously unacknowledged relationships in the author/artist’s 
engagement with perceptions of the self and with the world of her work as it relates
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to art, to theology and to interpretation theory. In Pattison’s terms, what is thereby
revealed is something of:
the richness and complexity of the selfs interconnectedness with others and with 
the world, and, as a kind of reflex of this, the richness and complexity of the 
selfs inner-relatedness. In the discovery that no one is an island -  a discovery 
renewed in every real act of dialogue -  we simultaneously discover that the self 
is not a single, indivisible unit. Self-relation and world relation are inseparably 
interconnected. The person who has no world has no self, and the person with 
no self has no world. Every time the world reveals a new aspect of itself to me, I 
learn something new about m yself.1
The second part of Chapter 1 examined the issue of Text’ proposed by Ricoeur 
(1976). This concerns ‘text’ as the inscription of discourse ‘in some exterior 
bearer’.2 It was shown how Ricoeur’s theory facilitates the view that visual art as 
well as the written/printed word may be construed as ‘text’ to be read and 
understood.
In order further to assist and clarify Ricoeur’s sense of ‘text’ for this thesis, and to 
imbue it with a sense of Ricoeur’s ‘logic of action’3, the third section of Chapter 1 
introduced the research model. A multi-dimensional, polyphonic4 model was 
devised to simplify, order and illuminate relationships between the principal partners 
of the thesis: the American abstract-expressionist painter, Mark Rothko; the radical, 
Anglican theologian, Don Cupitt; and the author/artist. The model also served to 
intimate how the examination of such relationships contributed to the apprehension 
of meaning, and, through appropriation of meaning, for sense and relationships to 
become renewed. Aspects of the writings of Anscombe (1958) and Geach (1980)
1 Pattison 1998: 43 -  44.
2 Ricoeur 1976: 26.
3 Ricoeur 1976: 85.
4 Bakhtin 1984.
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were accessed in order to acknowledge the issue of the unreliability of some uses of 
‘intention’ with regard to issues concerning the model.
With the logistics of the thesis now in position, Chapter 2 entered into a detailed 
discussion of what it termed ‘the holistic, plurivocal5 discourse of the model’. It 
presented and modified Ricoeur’s hermeneutical theory (1976 & 1981) to indicate 
how it is possible, through the reverberations and resonances, (indicated by the 
hatched lines of the model in Chapter 1, fig  4), to identify a kinship between the 
otherwise seemingly unrelated ‘texts’ of painting, ecclesiastical textile and printed 
word. First, it investigated the structure of ‘text’ which is for Ricoeur a key issue in 
the understanding of a work. This was achieved through identification of the 
component aspects of composition/form, genre and style. These were subsequently 
related to examples of the ‘texts’ of Rothko, Cupitt arid the author/artist.
Secondly, the thesis turned to aesthetic tenets concerning symbolic order, expression 
and embodiment. These were shown in the model to be the main source of aesthetic 
relations between the principal partners of the thesis or, to use Ricoeur’s preferred 
term, ‘action kernels’. Examination was made of the key aspects of symbolic order, 
expression and embodiment before specifying their pertinence in the work of 
Rothko, Cupitt and the author/artist. Sources of philosophical and culture theory 
accessed in support of the argument included Collingwood (1958), Dewey (1958), 
Langer (1953, & 1957), Olney (1972), Bakhtin (1984), Abbs (1987), Sturrock 
(1993), Bowie (1993) Hacking (1995) and Pattison (1991 & 1998).
5 Ricoeur 1976.
232
Chapter 3 focussed attention on the development of Ricoeur’s hermeneutic to show 
how the thesis’s structural analysis could lead to the detection of clues for the 
disclosure of meaning, with the twofold categories of ‘sense’ and ‘reference’.6 It 
identified Ricoeur’s three distinct, yet inter-reliable levels for the interpretation of 
‘text’ -  naïve level, critical level and reflexive level. Discussion of these three levels 
integrated reference to selected ‘texts’ of Rothko, Cupitt and the author/artist.
A key issue arising in the foregoing discussion was the role of metaphor in the 
apprehension of meaning in ‘texts’ and metaphor, Ricoeur’s ‘touchstone’,7 as the 
criterion by which ‘meaning-embodied’8 and the referential of value ‘text’ may be 
acknowledged and accessed. Chapter 4, therefore, addressed this issue, pointing to 
the appeal of metaphor to authors of ‘texts’ outside of a solely literary sphere and 
drawing in particular on Ricoeur (1976, 1990, 1992), Barnes and Duncan (1992), 
Reid (1969), Langer (1953, 1957 & 1982), Wollheim (1980 & 1999) and Harrison 
(1997).
The role of metaphor in theology was addressed with reference to two differing 
approaches in theology, those of Soskice (1985) and McFague (1982). Preference 
was shown for McFague, whose less dogmatic, more open theory based on Ricoeur 
and resonating with Leo’s theory of the ‘open work’ (1989) was shown to bear apt 
relation to the author/artist’s portfolio of works and the notion of ecclesiastical 
design as metaphor. The chapter suggested that metaphor be seen as the common 
currency between parable and vestment design, in that both ask questions without 
furnishing the addressee with pre-ordained answers.
6 Ricoeur 1976: 19.
7 Ricoeur 1976: 45.
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Chapter 5 concentrated on what for Ricoeur is the ultimate aim of his interpretation 
theory -  appropriation. This is the point at which the enquirer, notwithstanding 
possible struggle, can be said to follow through an engagement with a ‘text’s’ 
reference, drawing perception of it forward into a fertile, existential situation of 
‘subjective, lived experience’.9 It was shown that such appropriation, at its most 
effective and relevant, concerns neither the reader/viewer’s promotion of self- 
mastery, nor yet the imposition upon a text of that which is already known. It 
concerns, more significantly, an ability to be willingly receptive to what the 
autonomous world o f the text has to offer and the extent to which the receiver is 
willing to appropriate this gift of new meaning and become renewed, or to use 
Ricoeur’s later terms,10 ‘refigured’ or ‘transformed’ by it. The chapter goes on to 
examine how Rothko, Cupitt and the author/artist may be seen to encourage and 
invest trust in the reader/viewer as autonomous thinker, who is capable of assigning 
and exploring meaning in ‘text’ confidently in the familiar expressions of day-to-day 
language. Drawing on Pattison (1998), who concurs with the importance Cupitt 
places on the value of every-day language usage in the formulation and promotion of 
interactive dialogue, the chapter goes on to address how the issue of becoming 
renewed through the reception of new learning may be of little consequence (except 
in the furbishing of the ego) without participation in the advancing,11 ‘spiral 
motion’12 of open-ended dialogue. The chapter then ventured to propose in 
conclusion how, like the parables, the non-conventional, ‘open-ended’ designs of 
vestments in the author/artist’s portfolio might invite the viewer to participate as 
creatively as the original artist in the birthing of new concepts of self-understanding,
8 Reid 1986: 62.
9 Ricoeur 1976: 15 -  16.
10 1995:47.
11 Langer 1973: 64.
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of relations with the world and of relations with a contemporary, dynamic approach 
to religious enquiry.
Chapter 6 finally turned to the creative process involved in the production of the 
portfolio of works, focussing on an analysis of the creative process involved in the 
making of the four sets of seasonal vestments for the St. Mary’s Church, Putney. 
Cohen and Manion (1994) were accessed in support of the argument in favour of the 
use of the author/artist’s working sketchbooks and learning journal as valuable 
resource material, with the theories of Abbs (1989), Perkins (1981) and De Bono 
(1970) used in the examination of the theory underpinning the ‘shape of the 
making’.13 Development of the idea, materials, media and technique involved in the 
physical production of the works, iconography and finally evaluation as both a 
continuing and concluding activity, constituted the series of sub-headings under 
which the analysis of the sets was individually conducted. Comments and 
observations from both Rothko and Cupitt were introduced, as appropriate, to 
underpin philosophic ideas of the creative process, while Ricoeur’s hermeneutical 
theory was highlighted in support of the high value placed on viewer participation in 
and interpretation of the vestments’ designs.
This thesis and portfolio of works have endeavoured to orientate art works in the 
form of ecclesiastical textile within the area of practical, creative, ‘theological’ 
reflection14 which, at the turn of the Millennium, has seen publications such as 
Cupitt’s The New Religion o f Life in Everyday Speech (1999), Pattison’s, The End o f 
Theology -  and the Task o f Thinking About God (1998) and in a similar vein,
12 Abbs 1989: 204.
13 Perkins 1981: Chapter 10.
14 See Wesley Carr, Handbook of Pastoral Studies. London: SPCK,1997, p 118 -  119. Also, Paul 
Ballard, ‘Reflections on Theological Reflection’ m. Modern Believing, Volume 40:3, July 1999.
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Clarke’s paper, ‘The End of Theology’ (1999).15 There is an extent to which these 
titles appear to forecast closure, in the sense that all arguments traditionally 
propounded by theology in relation to talk about God related matters have been 
found conclusively barren. Yet, out of the arguments there arises, the thesis 
contends, a much more optimistic view.
It has already been shown how Cupitt (Chapter 5 above) values and seeks to promote 
the ‘ordinary language’ in the common speech of ‘the market place’16 as embodying 
engagement with religious concerns about life over against the complex, austere 
language of contemporary academic philosophers and theologians. Pattison thinks 
similarly and anchors his promotion of ordinary language in ‘a practical [dialogical] 
engagement with what have been called our ultimate concerns’.17 This is a dialogue 
which ‘does not presuppose that the “answer” in any way pre-empts the 
“question”.’18 It is equally a dialogue which might entail not a too-limiting ‘thinking 
about God (original italics)’, but a more expansive ‘thinking towards God (original 
italics)’.19 It is indeed Pattison’s belief that ‘modem believers are, inevitably, 
participants in worlds and forms of life that are larger far than the worlds of church 
and theology’20. Clarke’s view, meanwhile, points to the possibility of the 
contemporary religious enquirer learning ‘to live with alterity’ which implies 
acknowledgement and acceptance of alternatives suggested by social plurivocity and 
pluriversity.
15 Paul Barry Clarke, ‘The End of Theology’ in Theology, vol CII, No 810, November/December, 
1999.
16 Cupitt 1999:Foreword.
17 Pattison 1998:42.
18 Pattison 1998: 114. As examples of 20th century thinkers who have ‘espoused and expounded a 
dialogical view of life’ Pattison chooses Martin Buber, Gabriel Marcel and Mikhail Bakhtin (p 39) 
and to this list of names the author/artist suggests it is possible to add that of Cupitt.
19 Pattison 1998 114.
20 Pattison 1998: 110.
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If then, both the academic argument and the portfolio of vestments have been created 
on the strength of liberal optimism,21 what are their implications for the promotion of 
such philosophical ideas and the ensuing designs?
Of greatest advantage will be the opportunity not simply to produce further 
commissions, but the chance to enter into dialogical engagement with those sharing 
an interest in the place and use of ecclesiastical textile art in general and vesture in 
particular -  those who use it (the clergy at all levels), those who commission it 
(private individuals, clergy, parochial church councils, Fabric Advisory Committees 
and Cathedral Chapters), those who design and make it, and those who view it.22 
History23 demonstrates how churches and cathedrals do not need convincing of the 
pertinence of religious art to the spiritual ambience of their buildings, or of the role 
of specialised vesture in the beautification of liturgy and in the disguise of human 
sexuality in the performance of the Eucharist. Too often, however, even where a 
church places itself at the cutting edge of theological debate, it fails to conceive 
either that its textiles are integral to the orchestration of the drama, or that textile art 
furnishes the event with an opportunity to extend more broadly still its fields of
21 Pattison writes (‘Editorial: “Post Modernity?’ in Modern Believing, Vol XXXIX, No 4, October 
1998): ‘As we go into the new century and a new Millennium, ... we will probably find much that is 
familiar as well as much that is strange in the discourse and debates around the understanding and 
practice of religion. The core commitments of liberal theology will remain as vital and necessary as 
ever: to engage with the world in terms of the best understanding, expression and experience of 
human life that the world itself is able to offer and to demonstrate the value we place on human worth 
and dignity by the way in which we listen to our neighbours as they articulate their needs and 
passions. We do not wish to stand before the world as its teachers ... “The Church”, as a human, 
historical institution, does not contain the ‘answer’ to the world’s problems. ... B ut ... We can listen 
and we can help.’
22 There are other associated bodies too such as ACE (Art and Christianity Enquiry) which, while 
seeking to promote the use of painting, sculpture and stained glass as an aid to spirituality, appear to 
pass by the potential that textile has to offer.
23 Pelikan, J J, The Christian Tradition: a history o f the development o f doctrine. Vols 1 - 5 .  Chicago: 
University of Chicago Press, 1971 (Vol 1), 1974 (Vol 2), 1978 (Vol 3), 1984 (Vol 4), 1989 (Vol 5).
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possibility as a function of openness. And ‘openness’ is for Eco 'the fundamental 
possibility of the contemporary artist or consumer’.24
Given the opportunity, ways would also be sought of assuring parties committed to 
the advancement of new thinking and perception of God that the dynamic of oral 
presentation in the text of the liturgy and sermon stands to gain from its reflection in 
the visual stimuli of textile design which engages in the same challenging and 
metaphorically open-ended dialogue. Moreover, ways would equally be sought of 
showing by example how design should not only be theologically and 
philosophically appropriate, but that its concept should also be aesthetically apt. The 
dynamics of line, form and colour may then be perceived in complimentary mode, 
facilitating the eye in association with the ear in the search for meaning. It is Eco 
again who maintains that, although aesthetics as a philosophic discipline is 
concerned with creative practice and definition, it also ‘reveals the latent possibilities 
of a certain type of experience in every artistic product, independently of the 
operative criteria which presided over its moment of inception’.25 As this thesis and 
portfolio of works have tried to show, the dynamic implications of the line, form and 
colour of textile design which aim to embrace newness and which are to some degree 
unfettered by conventional ecclesiastical code, stand to facilitate a spirit of enquiry 
by encouraging autonomous response of correspondingly creative and participatory 
character.
New times and new places pose new questions, generate new readings 
and produce new models of sanctity that in turn become signposts for 
their successors.26
24 Eco 1989: 22.
25 Eco 1989: 22.
26 Pattison 1998: 73.
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Appendix
Quotations1 and References in Chapter 6
1. Journal 3, 17 April 1997. During a personal interview, Cupitt asked the 
author/artist, ‘Do you see your work as pertaining to the vertical or the 
horizontal?’ The entry continues: ‘Work in the vertical relates to the 
transcendent and a transcendent God. The horizontal mode pertains to life as we 
experience it and relate to it, spreading outwards, leading on, discovering, 
relating to the here and now. I said my work in this light must therefore be 
horizontal’.
2. Journal 2,11 September 1996. ‘Appointment with Vicar of Putney to discuss 
shape of chasuble & mechanics of lectern falls.
Standard ‘Peacock’ chasuble -  perfect, but to include buttons on side seams to 
turn back cuffs for shorter wearers eg. women.
Lectern fall: to be held in place at back edge with either a) brass bar slotted 
through fabric or b) studs. JD will look into this.
Microphone will have to be moved. JAP to make a ‘toile’ to check size & above 
all, length. Should it hang inside the black horizontal bar or over it?’
3. Journal 2, 16 October 1996. The entry records a visit to a conference at the 
Tate Gallery entitled Unholy Alliance? Contemporary Art and the Church and a 
particular comment by one of the main speakers, David Stancliffe, Bishop of 
Salisbury. The journal records that Bishop Stancliffe saw art and the Church ‘as 
a partnership, both engaged in the same pursuit to extend vision beyond 
immediate perceptions. [We/You] need a goal and a means to be led from where 
we are to the bounds of perception. [We/You] need something to travel by from 
where you are now to where you might be. In post-modern, fragmented lives, 
you need something to cling to and Church/art can provide this, engaging people 
and allowing them to share experiences of [their] own autonomous journeying’. 
In a later comment, the Bishop made reference to the Reformation and the 
Council of Trent which, as the journal records, ‘wrote everything down as 
guide/rule/regulation for everyone to follow to be a good Christian.’ Bishop 
Stancliffe called this ‘cloning’. As a counter to this mode of control, the Bishop 
believed that there must be, in the Church, ‘thresholds’ which he interpreted as 
‘a step over -  over oneself -  into something new. There must be ‘thresholds’ 
and not ‘closed doors’ and, he believed, ‘modem art can assist in this concept’.
1 The Journal entries quoted in this section are unedited and quoted verbatim.
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Journal 2, 13 October 1996. A member of the congregation at the Priory 
Church, Lancaster is recorded as appreciating the green frontal. Pathway, for the 
fact that ‘it replaced indifference with challenge.’
4. The White Set -  Jubilate.
i. Journal 2,17 October 1996. ‘The calm of this idea [flight/fountain] would not 
convey the blast that is resurrection, bringing with it brightness, wonder, joy in 
an overwhelming sense which holds in that same concept a sense of mystery, 
that something is being concealed —a SCARY side as (the vicar) called it.’
ii. Journal 3, 3 December 1996. ‘Colours -  crimsons, golds and a hint of 
turquoise with orange and pinks. Trying to introduce violets for ‘shadow’ side. 
Have been using oil pastels and inks -  wonderful resists and ensuing colours. 
Will need blending into background, but need to work on main area of design 
first. All in good time. Aiming for a real “blast”, a real “shout”, a real 
“Hallelujah”.’
iii. Journal 3, 20 March 1997. ‘A most enjoyable day’s work on “trumpets”. 
Shall I call it “fanfare”? This does not tie the concept too securely to religious 
text. Perhaps the most glorious sunshine, clear blue sky and Rachmaninov 
Symphonies 2 & 3 have underpinned the working mood/mode. ... Had the idea 
of using spangles.’
iv. Journal 3,23 September 1997. Equally worthy of note because of similarities, 
not of breakthrough, but of high tension and sensitivity to other sources 
incurred apparently through success and compulsive drive2 of the work, is a 
later journal entry. As the artist takes a break, her attention is taken quite 
incongruously by a poem by Nelson Mandela which causes her to question and 
reflect upon her own engagement with her work and whether, as Mandela 
seems to claim, it is really ‘our light, not our darkness that frightens us most’. 
The fear, he believes, is of ourselves, for he asks, ‘Who am I to be brilliant, 
gorgeous, talented and fabulous?’ and responding to his own question, 
‘Actually who are you not to be?’ This is a poem that the artist concludes 
should be read when ‘the fear of the creative process rises and tightens its grip.’
The poem is taken from Mandela’s Inaugural speech 1994, as reported in “The 
Living Spirit” in The Tablet, 9 September 1997:
Our deepest fear 
is not that we are adequate 
Our deepest fear is that we are 
powerful beyond measure.
It is our light, not our darkness, 
that most frightens us.
We ask ourselves 
Who am I to be brilliant, 
gorgeous, talented and fabulous? 
Actually who are you not to be? 
you are a child of God.
2 Journal 3, 21 October 1997.
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Your playing small doesn’t save the world.
There’s nothing enlightened about shrinking 
so that other people won’t feel insecure 
around you.
We were bom to make manifest 
the glory of God 
that is within us.
It is not just some of us 
it’s in everyone.
And as we let our light shine We unconsciously give other people 
permission to do the same.
As we are liberated from our own fear 
our presence automatically liberates others.
v. Journal 3, 29 July 1997. ‘I felt pleased today. Yes the colour is, so far, 
stronger than in the maquettes but through layering I’ve created some lovely 
tones -  quite special is a bitter tangerine behind the blue/purple dye -  quite a 
little hum. This is what it’s all about, isn’t it -  the creative spirit -  seeing new 
ways, new openings, new combinations -  based on the old ideas but not 
restricted by them. Then there’s a real thrill in the snipping and trying, moving 
and blending of all these tissues. No small amount of courage and daring 
either.’
Journal 3,15 August 1997. ‘That was fun [layering coloured tissues] trying to 
create colours close to those in the maquette, sometimes failing, but making 
exciting new ones. The design constantly changes -  just a little but that’s good 
-  never static, never really dull. Now it’s the machining and blending and 
enhancing dye and appliqué -  changing again. Adding texture, building up to 
that fanfare which is its subject/theme.’
5. Journal 2, 29 October 1996. This entry shows that a rendering of this tune was 
the spontaneous response of an earlier viewer (to use a word from Perkins) to the 
designs. ‘A bit of a breakthrough today! Well, I began at least the cut and paste 
process of building up existing ideas for the vestments to see if they might work. 
Showed D. the ‘white’ blast & he began singing “Let the bright seraphim in 
burning row their loud uplifted Angel trumpets blow...”. This might have 
cracked it!! The idea at least. Shall try to get the music. It’s Handel, Baroque 
& would therefore suit ID’s ideas on music! I think I might like pursuing this 
idea.’
6. Journal 3, 5 December 1997. ‘Change of mind & title -  no longer ‘Fanfare’ 
but JUBILATE. A German friend ... looked at my work for the first time last 
week and quite unprovoked declared ‘angels, trumpets, jubilee. This is art!’ 
Amazing. So the title after Hans will be ‘Jubilate’ -  more poetic I think -  a 
word steeped in meaning I think, more than fanfare. And Jonathan has no 
problems with this.’
7. Journal 3, 26 August 1997. ‘The stitching goes on ...and the nagging thought 
goes on .. .will it be all right?’
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8. Journal 3, 9 December 1997. ‘At Church -  the lectern falls are fine and brass 
rods working well. Is it arrogant of me to say that they looked wonderful? In 
the spotlights, there is the feeling of a third dimension, and the gold lines really 
catch the light and stand out. How they soften the hard vertical & horizontals of 
the building. Feel a real sense of excitement that for me at least they are going 
to work, despite all the worry and nightmare. Talking over the designs with the 
verger -  he saw trumpets, yes, but also, with a glint in his eye GOLF TEES!! 
Angels, trumpets, jubilee, golf tees what next? All very interesting! ’
9. Abbs (1989: 204) suggests a series of questions which could be said to 
encapsulate audience response: “Do the forms embody the secrets of their own 
hearts? Does the art delight, disturb, reveal the enduring lineaments of the 
psyche? Does it tell the human truth, however darkly strange and demanding? 
Or is it a sham? Ego writ large? Mere cosmopolitan flash? Or is it caught in the 
very platitudes from which individuals struggle to free themselves, looking at art 
for the wider meaning?”
10. Journal 2, 31 March 1996. The idea of ‘mandala’ arose during a visit to The 
Metropolitan Museum of Art, New York and the Journal includes a postcard of 
The Creation o f the World and the Expulsion from Paradise (Giovanni di Paolo, 
Sienese, active by 1417, died 1482). The flat, circular image of the world with 
its concentric bands of blues, whites and red which features in this painting 
connected with a previous idea. The entry reads: ‘one last dash to the Met. ... 
and a quick look at the Robert Lehman collection. I particularly wanted to see 
[the above painting]. Fm toying with an idea of Mandala and here is such a 
globe to think about. But that aside, I loved the blue and the gold and the angels 
supporting God and the urgency with which the line through God’s hand leads 
on through the arms of [the archangel] Michael and Adam and Eve -  out of the 
picture. It is also as if God is giving the world one more push to keep it spinning 
-  another moment in its perpetual motion’.
11. The Green Set -  Eternal Present.
i. Journal 2, 13 October 1996. An example of the artist’s alertness to 
circumstances which have potential bearing on their own as referred to with the 
white set above, rehearses a half-heard talk on television by the conductor 
Simon Rattle, Dancing on a Volcano (29 September 1996). What struck her in 
particular at the time, was the sentence, “The logic of freedom leads to the 
madhouse”, which she felt had ramifications for her notions of liberal thinking. 
This connected immediately for her with a conversation with Bishop Peter 
Selby (Journal 1:31 August 1995) who stresses the importance that even liberal 
thinking must know where its boundaries lie. Bishop Selby left the question 
open for the artist to come to terms with for herself. It seems that the 
connection between the conversation with Bishop Selby and the talk by Rattle 
was ‘frameworks’. Rattle talked about the need for frameworks/boundaries 
and, through reference to the composer Schoenberg, whose apparently 
discordant compositions at the end of the 19th century were held together or 
contained in an unprecedented but none-the-less very specific framework. 
Pursuing his point on frameworks further, Rattle moved on to speak of the
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significance of the ‘spaces in between’ -  another connection with the artist’s 
early notes -  which, he believed, have as much expression as the notes 
themselves.
ii. Journal 3, 14 November 1996. ‘I slit the grid [on] alternate sides and then 
moved them[each side] out and suddenly I like it better. Brokenness. I though 
of Glyn Williams sculptures ( Images o f Christ exhibition) in St Paul’s and 
Chichester where his figures had broken areas -  half limbs where the broken bit 
was painted gold. There is a theology in brokenness. It is the tragedy, the hurt 
and the pain, etc. where the light will shine out if we could but let it. [Once] ... 
I imagined a first world war battlefield with grey shattered trees and coils of 
barbed wire against a dull ground turned pink -  dirty pink in a dark red sunset -  
over romantic perhaps ... but with the idea that there are potentially beautiful 
moments even in devastation. Broken-ness revealing wholeness behind -  I 
rather like this idea.’
iii. Journal 4, February 1998. This particular entry addresses work on the green 
vestment: ‘Still feel very enthusiastic about mixing all the threads painting with 
them in a way. But it’s more fun than paint, thread is my medium.’
iv. Journal 3, 12 January 1997. Working on the red crescent and its potential 
symbolism, the journal records the artist’s mind turning to other examples 
illustrating the way in which the mind wanders and to moments of sudden 
realisation when figuratively speaking ‘the penny drops’ and then is gone again. 
The artist wonders through the journal ‘whether this design is about immanence 
and transcendence -  that behind the frame is the transcendent -  but does that 
mean that it is constantly unachievable, always just beyond grasp? Red flash is 
immanence? Perhaps that is the moment of incarnation -  the moment of 
knowing, of understanding -  the penny drops? The “angel” -  “the 
Annunciation”.’ There is reference to Cupitt’s encounter with orange 
butterflies (1995: 82 -  84) with its stress on moments of ‘revelation’ and 
‘annunciation’ and R S Thomas’s poem ‘The Bright Field’ {Collected Poems 
1945 -  1990. London: Phoenix Giant, 1996, p 302), and the poem by Michael 
Woodward (quoted in ‘The Living Spirit’ in TTze Tablet, 1 March 1998):
Rapt and speechless on the seashore 
I’ve sat many times before 
But this was otherwise.
Time melted:
I can’t place where the world fell open 
And I fell inside ...
... Suddenly I saw and knew 
What I had only read before ...
Journal 4, 7 May 1988. Here, the artist asks herself a question as to whether 
the red crescent might embody Cupitt’s concept (1998: 68) of ‘fleeting image’, 
the movement of which, he says, ‘we should try not to capture ... [but] ... 
should kiss it as it flies’ (original italics). Could the red crescent actually 
represent the fluctuations of the mind such as expressed by Simone Weil when
243
she writes: ‘There is a God. There is no God. Where is the problem? I am 
quite sure that there is a God in the sense that I am sure there is nothing which 
resembles what I conceive when I say that word.’ (McFague, 1982:1)
12. Journal 3, 7 May 1997. ‘Feel much encouraged by the reading so far of 
McFague. I’m intrigued by her contrast of symbolic statement with metaphor. I 
like the idea that in metaphorical statements there is always “the whisper the 
whisper it is and it is not”. I like SM’s idea that: “one could characterise 
symbolic, sacramental thinking as priestly & metaphorical thinking as prophetic. 
The first assumes an order and unity already present waiting to be realised. The 
second projects tentatively a possibly transformed order and unity yet to be 
realised”, (p 17) Should like to think that my work holds by what SM calls the 
“tension of the metaphor” not yet resolved into “the harmony of the symbol”. 
Perhaps in this I found out something else about my work -  it is METAPHOR 
rather than symbol! I wonder?’
13. Journal 4, 27 June 1998. At this point the author/ artist begins writing the 
journal again after a long gap. ‘Such a gap -  no apologies to myself or anyone 
else. A hard time -  very hard. Stress, sleepless nights, days of unresponsive 
headaches. Time gone on relentless stitching to finish for end of the month. 
Quite unable to think, just work, machine on and on. To the point at which 
nothing seems right. Too rushed. Mistakes seem to happen all too regularly. 
None drastic, but mistakes -  snipping too far, wrong measuring -  are not 
necessary. Become totally neurotic. Can only see the bad bits. And the mind is 
blank, dead. Ghastly. Work is like a military exercise; relying on the design, 
calling upon past experience which allows one to work ‘automatically’. Become 
a machine myself. No more of this. Let it go. Move forward again. ... The 
moment has come to withdraw -  the artist must withdraw and allow the work to 
stand and be itself for other people. Have given it all I can. It must now stand 
alone and speak for itself’
14. The Purple Set - Watch, Wait and Remember the Promise.
i. In Taking Leave o f God (1980: 101), Cupitt, inspired by what he terms ‘all 
developed religious traditions’, places ‘high value on wakefulness, vigilance 
and alertness’ as an antidote to habit, which he believes, kills, for it slowly puts 
one to sleep spiritually’.
Later, in a paper entitled ‘Free Christianity’,3 ‘vigilance’ is coupled with 
imagination and expression when Cupitt writes that ‘if the price of liberty is 
eternal vigilance, the price of truth is endless openness to criticism and 
innovation. For the realist, what makes the Truth obviously true is its 
preservation unchanged; for the non-realist, what keeps Truth true is the 
vividness with which it is re-imagined and re-expressed.
3 Cambridge, Summer 1996.
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ii. Journal 2, 1 October 1996. ‘Art and the Spiritual — Durham Cathedral. ‘A 
splendid opening with John Fox, co-founder 1968 of Welfare State 
International, poet, printmaker & performer of whom I had never heard. But he 
talked to slides of his work with communities on Lantern Festivals and 
Carnival. Co-opts volunteers to make structures of willow & tissue which self- 
destruct. He talked about art as a) FUN, b) its ability to shape and form & c) to 
change the status quo if only briefly with his events.
This was so appropriate to my early thinking for the purple set of vestments on 
watchtowers. Could this include lanterns? LANTERNS & WATCHTOWERS. 
Lookouts. The Titanic had no lookouts, they couldn’t see where they were 
going, [therefore] disaster happened.
We must always be on the lookout -  alert and watching, holding the lantern out 
in front of us, watching & waiting.’
iii. Journal 4, 21 September 1998. This entry includes a poem from Celtic 
spirituality which parallels the feelings of hope in adversity that this design 
attempts to express:
On the day when 
The weight deadens 
On your shoulders 
And you stumble,
May the clay dance 
To balance you.
And when your eyes 
Freeze behind 
The grey window 
And the ghost of loss 
Gets to you,
May a flock of colours,
Indigo, red, green 
And azure blue 
Come to awaken in you 
A meadow of delight.
When the canvas frays
In the curach of thought
And the stain of ocean blackens beneath you,
May the nourishment of the earth be yours 
May there come across the waters 
A path of yellow moonlight 
To bring you safely home.
May the nourishment of the earth be yours,
May the clarity of the light be yours,
May the fluency of the ocean be yours,
May the protection of the ancestors be yours.
And so may a slow 
Wind work these words 
Of love around you,
An invisible cloak,
To mind your life.
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iv. Sketchbook. A note recalls Chagall’s depiction of the Creation story in the 
stained glass of Tudeley Church in Kent. For the most part, the windows are 
deep blue, yet, as Chagall presents his figure walking through the Garden, the 
stain is lightened so that even on the darkest of days when the glass is at its 
most dull, there can be said to be still a hint of light, of hope and of promise.
v. Journal 3,14 January 1997. The artist records here the importance colour has 
for her in the designing process. ‘Became frustrated working on white, so 
grabbed some purple tissue and applied colour -  inks, oil-pastels, stabillos -  the 
usual. Results not particularly clear enough -  moonshine and dawn areas need 
more work but all better than the blank white. I need to work with colour -  
seeing the tonal relationships -  allowing them to occur ‘par hasard’ and then 
working into them.’
vi. Three journal entries show how the artist finds this particular stage of the 
creative process compulsive working as the design seems to grow and advance 
in its significance in her hands:
Journal 4, 2 October 1998. ‘It’s always intriguing what shows and what 
doesn’t. Never quite as planned. Am very very pleased with the way it has 
turned out. The way some area are masked to varying degrees or blocked out. 
But the reflective nature of the fabrics where areas are blocked out still hold the 
light. Dark never quite so dense as we think. ... Always something unknown. 
Always some new development however small.’
Journal 4, 26 October 1998. ‘Stitching, stitching, stitching at every available 
opportunity across the day until late. Watching the design take shape -  hands 
making it take shape, making the idea take shape and vibrate.’
Journal 4, 4 November 1998. ‘Mounting the little “houses”. Seeing them 
blend with the background. Maintaining subtlety of colour to make them glow. 
Looking deeply into the purple and watching the glow. Something is certainly 
happening. Sombre, sober but hopeful.’
vii. The sketchbook and journal record other references to the theme of ‘watching 
and waiting’ from Psalms (119 v 8 and 37 v 7), Habakkuk (II v), Mark (14 v 
37), Luke (21 v 36) Acts (1 v 4), and 2 Corinthians (I v 20 and 4 v 6). There is 
reference to a prayer in the booklet, Compline and Other Prayers used by the 
theological students at Westcott House, Cambridge:
As watchmen look for the morning
So do we look for you, O Christ.
Come with the dawning of the day
Journal 4, 12 March 1999. A further Biblical reference was suggested to the 
artist in respect of the red vestment. It seems, however, to bear equal relevance 
to the purple theme, since it draws attention to the paradoxical reference of the 
colour red as potentially symbolic of both calm and threat:
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Matthew 16 vv 1-3
And the Pharisees and Sadducees came to test him and they asked him to 
show them a sign from heaven. He answered them, ‘When it is evening, you 
say, “It will be fair weather, for the sky is red.” And in the morning, “It will 
be stormy today, for the sky is red and threatening.” You know how to 
interpret the appearance of the sky, but you cannot interpret the signs of the 
times.
Journal 4, May 11 1999. This entry together with that in Journal 2 for 1 
October 1996 (see 14.ii above) shows the extent to which the thinking and 
referencing is an on-going process for the artist. It is very pertinent to the 
theme of the purple vestments in that it provides an example of how it is 
necessary to be alert to the eruption of evil. The entry refers to the time of the 
mass murders in Columbine High School, Colorado, and of the Bombings in 
Brixton, Brick Lane and Soho. Paul Vallely, in an article entitled ‘The Ways of 
the Serpent’ (from ‘Parenthesis’, The Tablet, 1 May 1999) writes:
You have to remember, I heard someone say rather grandly the other day, 
that the Jews at the start of the Old Testament are Bronze Age people, so of 
course their creation myths are pretty primitive. Even so, when it comes to 
dealing with the existence of evil, that first symbol of its manifestation, the 
snake, seems as apt as ever. For malevolence sneaks still into our lives in 
sideways movements, creeping along the ground imperceptibly.
viii. Sketchbook. This has a note of T S Eliot’s ‘East Coker’ from the Four 
Quartets which is particularly pertinent to this point in that this poem abounds 
in allusions to light and dark, day and night, dawn and dusk and the waiting 
process It is an example of ‘lateral thinking’ on the part of the artist and bears 
a relation to the current point in the way the poet may be said to consider, to use 
Cupitt’s term, the ‘disinterested’ aspect of the waiting process:
I said to my soul, be still, and wait without hope 
For hope would be hope for the wrong thing, wait without love 
For love would be love for the wrong thing, there is yet faith 
But the faith and the hope and the love are all in the waiting.
Wait without thought for you are not ready for thought.
So the darkness shall be the light and the stillness the dancing.4
15. The Red Set. Red. Untitled.
i. The hymn Father Lord o f All Creation, composed by Stewart Cross, former 
Bishop of Blackburn is cited. Also Acts II v Iff.
ii. The sketchbook shows how the artist is constantly alert for items related to her 
theme. She thinks about Campin’s Annunciation and then reads the story of 
Pentecost seeing it also as a moment of annunciation. She quotes a poem by 
Elizabeth Jennings which seems to capture the paradoxical feelings of burning 
joy and burning fear which herald moments of realisation and of change:
4 Elliot, T S, Four Quartets. London: The Folio Society, 1968, p 26.
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Pondering on Annunciation
Nothing will ease the pain to come 
Though now she sits in ecstasy 
And lets it have its way with her.
The angel’s shadow in the room
Is lightly lifted as if he had never terrified her there.
The furniture again returns 
To its old simple state. She can 
Take comfort from the things she knows 
Though in her heart new loving bums 
Something she never gave to man 
Or God before, and this god grows.
Most like a man. She wonders how 
To pray at all, what thanks to give 
And whom to give them to. ‘Alone 
To all men’s eyes I now must go’
She thinks, ‘And by myself must live 
With a strange child that is my own.’
So far from ecstasy she moves 
And turns to human things at last 
(Announcing angels set aside).
It is a human child she loves 
Though a god stirs beneath her breast 
And great salvations grip her side.
iii. Journal 3, 7 November 1996. ‘An intense day working on the red design. ... 
maybe Fm on the track of something -  using a memory of steam rising from a 
hot and warming mug of tea in an unexpected burst of sunshine -  using a candle 
lit and extinguished time and time again, capturing the smoke in the snuffer, 
releasing it and trying to snap those fleeting swirls down on paper. Great fun. 
But the magic of the moment is too swift to pass -  it does not wait to be 
captured -  leaves only the memory of it. ’
iv. Journal 4, 23 March 1999. This entry shows yet a further example of how the 
artist is alert, in the lateral mode, to imagery in other contingent sources which 
relate in some way to the current work. Here she includes a quotation from Ted 
Hughes’ ‘The Rag Rug’5 because it appears that she can empathise with the co­
incidence of the extremely physical tussle and anxious tension of the making 
process with the phenomenological search for meaning:
... you sliced your old wool dresses,
Your cast-offs, once so costly,
Into bandages. Dark venous blood,
Daffodil yellow. You plaited them 
Into a rope. You massaged them 
Into the new life of a motley viper 
That writhed out of the grave 
Of your wardrobe. ...
... You bowed 
Like a potter
5 Hughes, T, Birthday Letters. London: Faber & Faber, 1998 p 135.
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Over the turning hub of your rich rag rug 
That widened its wheel,
Searching out the perimeter of a music -
The tongues of those loose ends flickering in air. Issuing like a fugue out of the whorls 
Of your fingertips.
In the same journal entry, she records one of Van Gogh’s letters6, which the 
tussle of another with a concept of God:
God may only appear once we say the words, those words with which 
Multatull ends his prayer of an unbeliever: ‘Oh god, there is no God’. ... for 
me that god of the clergy is as dead as a doornail, But does that make me an 
atheist? Clergymen consider me one -  que soit -  but you see, I love, and 
how could I feel love if I were not alive myself or if others were not alive, 
and if we are alive there is something wondrous about it. Now call that God 
or human nature or whatever you like, but there is a certain something I 
cannot define systematically, although it is very much alive and real and you 
see, for me that something is God or as good as God.
These entries are clearly made at a time when the artist is undergoing the strains 
of what she refers to as ‘an internal tantrum’ [Journal 4, 25 March 1999] but 
the articulation of this feeling is accompanied by a passage from Ricoeur in his 
paper ‘What does Humanism Mean?’7 which appears to confirm a 
purposefulness ré the creative process for her feelings:
An artist who chooses to be useful or edifying will immediately cease to be a 
creator. Artists, writers, and thinkers serve society best when they serve 
without knowing or intending to, that is, by remaining faithful to the internal 
problems of their art and their meditation, and with the most demanding 
impulse issuing from themselves.
v. Journal 4, 3 May 1999. This entry shows none-the-less that the anxieties that 
the artist experiences throughout the creative process are still present: ‘Even 
selecting the dyed bits and placing them in position generates a sense of panic -  
shaking -  questioning all along -  are the tones right? -is this too flat? -  is this 
too patterned? -  does this blend? -  is there an overall hue of burning.’
vi. Journal 3, 22 May 1997 & Journal 3, 31 January 1999. These entries show 
connections being made with smoke being used as a sign of an event in two 
theatre productions experienced by the artist. First, in the aria ‘One Fine Day’ 
from Puccini’s Madame Butterfly, the ever-hopeful Butterfly sings that the 
return of Pinkerton will first be heralded by a thread of smoke appearing on the 
horizon before his ship comes into sight. Secondly, in quite a different 
scenario, Shakespeare’s character, Cymbeline, begs at the end of the play for all 
to be forgiven and for no blame to be cast for the misfortunes of the play: ‘laud 
we the Gods: And let our crooked smokes climb to their nostrils From our 
bless’d altars.’
vii. Journal 4, 20 May 1999. Talking through her journal, the artist asks here 
whether it might be possible for the design on the chasuble and stoles to
6 Leeuw (1996: 124-125).
7 Reagan 1979: 31. Quoted Ricoeur in ‘What does humanism mean?’ 1974: 84.
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symbolise human spirit and the hangings the spirit of the city. Could these 
designs be perceived as expressing an idea of ‘control versus freedom’ or 
‘control versus release’?
16. Journal 4, 12 March 1999. ‘Visitors asked to comment on (author/artist’s) 
work. For one, the colour of the red vestment was most important. “We live by 
colour” he wrote in the guest book. The other thought the design “gutsy” in a 
very real sense. That’s what martyrdom is about. VISCERAL was the word that 
came up.’
17. Journal 4, 23 March 1999. ‘Finding it almost impossible to work again. Feel 
like a car which is being pushed to exceed its powers and a judder runs through 
its body. Or like it feels when too much caffeine has been taken in and there is 
an incontrollable shudder inside. Whatever, this is quite frightful and restricts 
concentration. Makes you work like a butterfly -  a bit here, a bit there but 
nothing prolonged.
18. Journal 2,12 October 1999. ‘Waiting for inspiration -  surrounded by symbols, 
poems, words. Not yet finding what I am looking for except an extraordinary 
poem by R S Thomas: The Cat and the Sea*
It is a matter of a black cat 
On a bare cliff top in March 
Whose eyes anticipate 
The gorse petals;
The formal equation of 
A domestic purr 
With the cold interiors 
Of the sea’s mirror.
Thomas 1996: 79.
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recording organzas and metallic dyes.
v
61. The Purple Set: Watch, Wait and Remember the Promise. Fabric sample worked 
to explore how the layered strips of crepe, tissue, gauzes, sheer and ribbon would 
combine with machined beading and gold surface dye to help blend the colours 
more subtly.
62. The Purple Set: Watch, Wait and Remember the Promise. The Chasuble.
63. The Purple Set: Watch, Wait and Remember the Promise. Detail from the 
chasuble design showing the hand stitching with change of direction in stitching 
to achieve optimum surface disturbance and light reflection.
64. The Purple Set: Watch, Wait and Remember the Promise. Lectern Fall 
(nightscape).
65. The Purple Set: Watch, Wait and Remember the Promise. Lectern Fall 
(dawnscape).
66. Annunciation. Triptych by Robert Campin, South Lowlands (Bruges), active by 
1406, d. 1444. Oil on wood. Note the guttering candle on the table to the left of 
Mary.
67. The Red Set, 1999: Red. Untitled. Sketchbook study in charcoal of smoke from 
a guttering candle, [pp 181, 220ff]
68. The Red Set: Red. Untitled. Sketchbook study in mixed-media of smoke from a 
guttering candle.
69. The Red Set: Red. Untitled. Sketchbook study showing development in collage 
of pattern of smoke from a guttering candle.
70. The Red Set: Red. Untitled. Sketchbook study showing the combination of 
layered sheers, metallic tissues, and shot , metallic organzas in reds, coppers, 
pinks, golds and bronzes to create variations in hue, surface and glow.
71. The Red Set: Red. Untitled. Detail from the chasuble of the skeins of random- 
dyed, viscose tops used to achieve the effect of smoke trails.
72. The Red Set: Red. Untitled. Detail from the chasuble panel.
73. The Red Set: Red. Untitled. The Chasuble.
74. The Red Set: Red. Untitled. Lectern Fall (right).
75. The Red Set: Red. Untitled. Lectern Fall (left).
■ A video provides a short, visual presentation of the pertinent, dynamic, theatrical 
relations between costume in the form of vestments and action as staged within 
the context of Anglican liturgy with its specific directions for gesture, placement, 
and performers, including congregation. The film shows how contemporary
design can play a key role in lifting the dynamic of the visual, spatio-temporal 
elements of the Eucharist and its drama. It shows equally how traditional dignity 
can be maintained while at the same time, inviting the sensitive viewer of the 
designs to participate creatively in the metaphorical quest for content and 
meaning. The film’s enacted vestments of person and place are the author/artist’s 
implementation of the concept of art and its critical amplification in this thesis.
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